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to observe and analyze a theme, create the crawing's outine, arrange 
its compostion, and calculate ts proportons. Therefore, training the 
artist's aye isthe frst stop in any artiste work. The tained eye pre- 
Ccedes the drawing and helps create what may be called a drawing of 
the crawing thats based! on a set of both abstract and schematic ap- 
proaches to better understand a model, establish a relationship be- 
tween the seemingly csordery gesture and the cant ofthe structure. 
‘Seco wo are aware Pat the lack of ths base knowieago tthe 
‘greatest obstace a beginning artet may encounter, this BOOK fs ite + 
60 10 provide ail the necessary information needed to begin drawing. =e eR = 
‘We explain clearly and methodical each of the processes and tech- 
riques that professional antsts often apply instinctively. In action to ee 
these, you wil fed information about other important aspects, such as . 
‘vainng the hand, controling the stroke, compostion. and volume at- 
ect offered by various mediums, tools, and materi. tis essential to 
‘understand and master these basic lessons in order to draw confident. 


Utheberrechtlich geschiitztes Material 


friction. 


EDs fe . 
elieve it or not, 


but just a bit of friction 


Will Start you on your crawing course. When a paper's surtace 
\s scratched with any psgment medium panicles ae lat behind 
‘These partcies leave an intense, yet delicate stroke. A simple touch 


Oraphite: line, 
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control, and properties 


Giracnte sone of ne mest popu drawing medians ameng bot a 
students end professionals. Compared to other mecha tis urabe and very 
tasy ohare. Graphte the most mmecate,veaati, and sanstive 
Craning acum that @ stabe fr Quick sketches a8 wel as for Stale 
work Graphite i agie, oy, and 208 tothe touch, and comes in ever 
forms: stcka, pancis, and powder. can be used on almost any kid of - 
face. Due tots oi textie, is marks are permanent and donot requ af 
ral faatve, atough in some cases i might be advisable to 00 $0, When 
sed for shading graphite hs a smooth, velvety appearance, which can 
sopew sharper and more everse when the ports pressed erect against 
‘he paper. The ast has great ine conta wn graphee, since can Be 
aed and rsrann as mary tees as necessary 


123 good ona t exponent wah graph stok9 and 
pert tat tase Seat rps of ss 


{The graphite sacs bom hav varus gros of Parnes. The Pareto 
rocco asf sroke acd are common usu n preimnary shettes. The soot 
eb proto a cher rw eerie 2k a Br tt abe wy meant 
carta reer 


‘Hor you can sea samo fh strokes cd ets tat 
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we te pot 
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DEGREES OF HARDNESS. 
The vanous possbilies of a strokes intenaty 
Ceper on the graphite stick or penci's har 
‘ess. Ths vation in hardnees allows us to use 
light and dark ines to create ight or dark shad- 
ing. A number and letter, engraved onto the per= 
ils sido, indicates ts hardness. Pencis wan the 
lotr H have had leas and make thn, igh ines 
that are commonly used in technical drawing, 
Pencils with the letter @ have eof leads and 
‘make strong dark ines. The number that ac 
‘companies the letter also incicates the penci's 
hardness oF sofness the higher the number. the 
hacer or softer the leads ig. A good selacton to 
bbogin with is: $8, 38, 8, and HE, Artists usually 
use the softer leads because they create intense 
line, which makes shading much easier. tis 
‘also a good idea to have some mechanical 
[pencils so that you have diferent options to 
ceroosa tom 


fs good cnn to ave a selection of pects wah 
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atcrte ine Sour wor can bo acroved wih 
yaohee parcts. raw fn Stokoe with a wa 
tapered pont Since tne shade, hating, ees 
aching ot buat up nese types a rowing. 
se very eon pects 
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‘LINE QUALITY 
you need 1 draw wide stokes, we recom 
‘mend using fat graphite sticks. Combining 
‘graphite sick and pencil produces fascinating 
‘eauits. The graphite pencil gives you a lot of 
contol of the ine ards tone, who the graphite 
stick’ width enables you to cover large areas 
‘quckyy Hard leads ar used for the detaied ar 
‘038 and forth lial shading, whe softer ead 
‘10 used to accentuate the darkor areas. Mary 
lartats combine poncis wih cterent dogroos of 
harness to create complex crawngs with lines 
‘and strokes. 


Cracoals one fhe otsest and spies means of dawn, Because 


's carbonized wilow branches, charcoal makes a tong and tense black f 
[__stroke, The basic ctlerence between graphite and charcoal is that charcoal 
's dry and graphite is oly. Bacause charcoal is Gry, does not stick tothe 


‘paper very wal, which means you have a considerable amount of contol 
‘overit and can correct mistakes easly. Just running your finger over char- 
col wil erase it; be careful though, because doing 80 wil also create gray 
‘tones. Blowing on charcoal wil lessen the stroke or the shading’s contrast 


Charcoal: 


the oldest medium 

rons 

(ne ofthe best quate of charcoa! is that tis he easiest madam for 

Shacig, whch eats tne, Tone the Gage of igeness caine of 
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Yeu can break 
crurcow stcka 
129 you nove. Tho 


Above ae natural charcow seks, whch 
‘20 very ragle and ble Natural sks 
‘a0 mora expenave than compressed 

‘harcoal sche 


(Charcoal lows you to shetch routine auch ung 
the stck's pot rts sce nerchangeathy 


USING CHARCOAL 
(Charcoal can be used in many diferent ways. 
‘The way the stick is held determines a stroke's: 
‘fect. For example, holding the point horizontal- 
ty or on an angle wil create diferent ines. Also, 
bby turning the point oF varying the pressure you 
‘place on the charcoal stick will produce either 
‘oft, delicate strokes or bold and intense strokes. 
‘Soft charcoal is more granulated and therefore 
adheres better fo the paper than hard charcoal, 
‘which is better for detail and line work since it 
does not erase as easily. 


(Crarcoat craven no longer hao tobe torporary 
works. Sry fates alow charcoal fo rama an the 
paper and retan fs caso and nob reputaton 
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tone techniques 
with charcoal 


Ain arts must bo mach more courageous when wing 
charcoal han when working wit a pcs, Charcoal cals ot 
rawing compete, whose torr nated of Begrg Out data 
Ina work, which is why ths meduen mae ofectve fr 
large-scale crawings Anpropately combining derent 
strokes wil lon you 0 ram seemegy comesex shapes. 


DRAWING WITH STROKES. 
‘Compressed charcoal percis are the best medium for craw 
Ing strokes. These pencis are very useful for small-scale 

works in which ines preval over stains. Intense charcoal 


‘Abra sere bast Berg eects wth 9 Caco! ~ 


‘ck You can Se Pew velo aw mec 
‘Seno ittng yur teow ra bertng sero ovr 3 

‘erucko oF stoke wil qucky bond @ A ae 

Toe the plabity of charcoal cha, raw aie ora 

(rei (C1). rag to pepnent atte Po rca wih your 
Ingato cbtan avery base shang fect (C2. Ts 
Can becom a ord restart By ire Pm Cn 
lent onthe paper’ surtaco wa yur arc cr we 
‘bled stunp (C3 and C8 


SS 
RSS 
S 

= 


WS 
7 SS 


Some atts uso 
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‘SFUMATO 
‘Charcoal enables us to create a drawing simply 
bby blending strokes, which gives the drawing an 
‘atmospheric effect. This technique is cated stu 
‘mato. Lightly blend the charcoal strokes when 
Using the sfumato technique 80 that you retain 
the paper's texture. The only problem wth this 
technique is that Gue to the absence of defined 
lines and strokes, which gwve pictorial effects, the 


USING A PAPER’S TEXTURE TO YOUR ADVANTAGE 
‘One of the most interesting characteristics in charcoal drawing is how wel t 
‘agusts to paper's texture. you draw on a high textured sheet, the 
‘strokes will have a granulated appearance, an even semitone effect that wil 
‘make the drawing more intresting. The rougher the paper, the more intense 
the strokes wil be, given thatthe sheet wil old the charcoal partces, The 
‘pressure you apply onthe sick wil daternne the darkness oF igrtness of 
the drawing 


ven shading sod or 
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artists’ Chalks: 


warm and opaque 


Tre appearance and consistency of ets 
chalks, ls called conte crayons, are similar 
‘soe of pastors but they ae harder and more 
oy Arts’ chalks have awarm and opaque a 
Deorance an ote the same Bending possi- 
es as charcoal However chats are more 


‘Shacing withthe Rat 9 
ofthe cha. 


ny Blog the shacks with 
‘Being that artists’ chalks are sof, they blend sbeko more: 
‘nas‘y and create beaut calor combrations by 


‘either rubbing the strokes with your finger, 
piece of cloth, or a blending stump. Because 
they are less powdery than charcoal, they can be 
‘mixed By laying one color over another, allowing 
the colors undemeath to show though. This 
fechnique will enable you to find diferent values 
‘f gray tones more easily —it needed, the two 
‘ones can then be blended by ighty rubbing the 
‘strokes with your fingertip. 


Dirty mixng two coos 


Ther ae two ways to reensty hab tonas: (1) neranse 
the prose on the chak steko) rect meng. 
whic fo cha over a provious ld own cob ard 
‘reas unt both cobs are landed into a meno co 


‘2 Lite by ite, he ital shape is completed 
‘unl the dorsal profile ofthe terale igure can be 
tinguished. 


‘3. The best technique to use when drawing with 
Chalk isto apply continuous shades with the 
‘ick held lengthwise, then to combine ther with 
Intense near stokes. 


Sanguine;, 


lassic medium 


BETTER WITH STICKS 
Uke artists’ chalks, sanguine combines the best 
‘of pencil and charcoal in that it produces fine andt 
‘also texture in a single stroke. Its better to work 
with sanguine sticks than with sanguine pencis, 
tince the sticks offer a broader, more cramatic 
stroke than pencils. Like charcoal sticks, you can 
‘draw lines with the end or cover large areas with 
the fat sida ofthe sanguine sick. 


‘Sanguine, the 
(harcow and chats, 
‘comes n tics, 
whic ae use Yor 
‘mech fo wpe 


ee 


Famlarce yousot wah sanguine sticks by crsaing 
trot ofects on varous torte arc papers Abo 
ae exes of 1) sarigine sick spacing, @)a 
‘sargure perc! shacng, (2) sargune stekstacig. (4) 
sangure stcx shading on rough pape (5) sanguine 
pencl ratching and (0) sangune porch crosshatchng, 


_Sanqun panls ansy  cotrt and ofers aren varety of fon paxtore. as an 
‘san ns landscape sketch A ty goed landscape crawng can ba achieved by 
‘atoraing betwen thee or for values ones) of sangune. The cntast among the 
‘aPront ares creases the act of aot. 


itch Qeschitztes Material 


the lending stump: 
many possibilities 


tending stare 's mace rom a 38 paper tet 
that is double-ended ard pontad. I used for 
ninbeg anc bang Blending suron come r 
Cater agrees of tucxness Use the port ty 
arker tris ad Pe Burt er Weg tones. 


BLENDING STROKES 
‘Blending stumps are very usehi tools forthe 
‘artist because, as the name suggests, they allow 
sto transtomn the drawing tough the use ot A baring sumo alows yout binge ine. ung the 
‘Soft gradations and blended shadings. Blending raweg an sinoirare erect 

‘lows you not only to mtagrate stokes bu a0 

to-elminate the whte areas within them. When 
‘the tones ae gradated, 2 pertect representation 
Cf the object's volume can be achieved. The 
blending stump can be held in any manner, 
however, using t excessively wi reduce a 
‘strokes vibrancy. 


(bere cbs te psn th 
comet taming an rege shacing 


Bondig the stokes wena bending 
stump gves volme i. .r8 ard 
{chen ha varston between ight 


‘Rtbing te stp on a stoke or hatching wil 
spoon bre raters 


fr 0 001 Konto ave 
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DRAWING WITH A BLENDING STUMP. 
Blending stumps can also be used as drawing tools. To do $0, rub the 

‘tump’s pont in charcoal powder unt t becomes saturated. Then, draw 
wth the Blending stump. For darker tones place more pigment onto the 
‘ont, less pigment fr Tighter tones. The final resut is smooth drawing 


H wethout defined bres. 
H ‘There arg two basic blending techniques with the stump: (}) use the 
H point for Intense strokes of proftes and (2) use the wide, blunt end 


{or wide ares. Your hand movernents should folow the direct 
‘models texture. f working on an undefined background or plane, use 
crear movements 


a 
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whereas the froortos 
‘are romesyused ‘Benaing stares ge an anescert,abrosoheric 

‘lone and hao (tc to any arawng. Saco tis an ett fachriave, the 
ecal aoas. ‘rawegs donot reaure a high dog of cotton. 
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‘eraser can be used to clean an area, pace light markings on 
‘darker colt or draw erasures on 109 of aid colors, 
EFFECTS FROM AN ERASER 


“The erasoroffors a wide variety ofetfects, al of which are nt particularly 
‘complex. For instance, wit th tip ofthe eraser hold ata slant, wide strokes 
‘can be obtained: held upright. you wil create fine strokes. 

“The eraser can also be used as a drawing toot in sel, a medium 10 
‘produce line and tone qualty. With charcoal, you obtan diferent tones of 
black depending on the pressure you app; sma, the eraser works 
the same way, athough the opposite resus. The more the pressure, the 
whiter the erasure mark wil be on the paper. When lightly rubbed over a 
tone, alight blend is created. 


the Craser: 


a very versatile tool 


PRACTICING YOUR STROKES 

In order to practice and observe the citferent 
‘ettects an eraser offers, cover a paper with the 
fat sido of a charcoal stek. Than make diferent 
fraser marks, alternating the postion of your 
hand and the pressure you exert oni to see 
‘the results, 


Trea soe 
types of eraser Sot 


(ots city, it can be tured inward and roused. 


‘are added tothe ight areas; those 
‘strokes wil finsh outing tho 
‘shape ofthe pitcher and tnt. 


'3. Final, the bght areas are 
‘shaded and gradated, giving 
‘volume tothe objects. 
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colored Wencils: 
a love for details 
(Corcred pancis ae clean, practical and easy 


Cotred parcts we park! ty cet mang. 


OPTICAL MIXING 
The mast aigniteant charactenstic of colores 
pencils is the subtie optical blends that they pro 
‘duce, This medium rales on the ch intensities 
‘of color tones and on the ability to mix colors. To 
‘optical mix, aightor color ia placed on top of a 
darker color The result isa glaze ~a colored fm 
that ves the effect of mixture, Remember to at 
ways put down the darker color fest ard the 
lighter ones on top. Light tones cover loss and 
alow the base color (the darker cote to be Wish 
ble, which s necessary In order to achieve a » toon 
thoraughty mixed color esc wo 


and shes 


WATER-SOLUBLE COLORED PENCILS 
‘Aso called watercolor pencis, water-soluble colored pencil leads are mado 
‘with coloring pigments that are agglutinated with waxes and varnishes. 
‘Thoy have a soluble ingredient which enables them to dissolve when water 
Js added. Watercolor pancits were created for graphic designers and llustra- 
‘ors, and only recently have they been incorporated into the Fine Avs. Even 
though watercolor pencts combine two techniques into one, they are, 
‘nonatheloss, considered a mixed-macia technique. 

Drawing with watercolor pencis i ust ke drawing with conventional 
‘pencils. Because oftheir wary composition, conventional pencils do not 
‘dissolve when they come in contact with water; they esis it. Watercolor 
pencils, on the other hand, explode with color when wator is added. Hatch- 
Ing wil vanish ater a wash is applied, but hard strokes wil stil be vise. 
‘Adktional colors and detalis can be added after the wash dries. you acd 
them while the paper is stil damp, they wil blend into the paper. 


astels: 


drawing or painting? 


Conscserng pastes encompass both craning and parting prop 
crs, tic to ink tha medium exclsevely to only one of 
these two cipines. This dichotomy e due tothe fact hat patel 
aw fora wee variety of tcrrsques rom ines to stroke, Ime 
those drawn wih chak to blends and tonal gradations, which r- 
semble pictoral eects of gouache ard ol pat. Therefor, 
though pastels appt ike the previous craving meciums we have 
‘tude, ther Cvemade rorness, binding ects, gradation, ard 
tone mitre place them in a category of th own. Pastel works 
common uted introduce parting tectnques toa stents 
There ae two types of pastels sof and ol 


SOFT PASTELS 
‘There are three basic ways to draw with pastels: (1) dragging the 
pastel lengthwise over the paper, 2) withthe point, and (3) with your 
fingers. Whon cragging the pastel, the qualty and intensity of the 
stroke depends entirely on the amount of pressure applied. The 
more pressure, the more saturated and opaque the color wil be. A 
pastels opacity aows for an easy application of bght colors over 
<arker ones. With the edges ofthe stick, the artist can draw fine 
lines, for detaiing, oF thick strokes, for covering large areas, Finaly, 
‘since soft pastel sticks crumble easly, you can apply the powder 
‘onto the paper with your finger and create a more difused 

color stain. 


Thar a wee range of st pastel to chooce bom, af of whieh gve a craving 
Grek smarts ar pot fret 
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OM PASTELS: 
‘Oi pastels are a relatively new invention anc have become ex- 
tremely poputr among artists, ven their abilty to produce color 
sketches and frely detaled works. Oi pastels are smal sticks, 
simiar o those of traditional pastes, but containing a combina 
tion of animal fat o wax pigments. Due to an cy agghtinate, ci 
pastels are softer stonger, and less brite than sof pastels, 


A pastes cosoty shows you to bal op 
(2b ae ma cokers by yea itor 
‘cob over a carter one. 


(MIXING COLORS WITH OWL PASTELS. 
Wile soft pastes are krown forthe vive tex- 
‘ure, of pastels ve bold intense strokes. i- 
‘ages created wih of pastels are exible enough 
10’be worked on; however, stat with Sight strokes 
{and lines inthe fst working phases because 
‘erasing isnot easy. Unite pants and inks, both 
‘il and soft pastels do not cover the paper very 
wel. unless heavily appted. Hatching and cross- 
hatching are also suitable forthe whole range of 


pastels. For broad effects made with side 
‘Strokes. you can overiay colors more directly by 
simply placing one stroke over another. Of pas 
tole cannot be blended by rubbing, but the color 
‘can be “meted” with turpentine or white spits, 
‘Another advantage of using ol pastels is that 

they do not need to be fixed, $0 you can buld up 
layers of color without worrying that the top layer 
wil fal of. One popular technique wth ol pastel 


‘Sept ernes can 
‘be tonzted win 


lero nich oa oct a 
‘couched meyer toro Ti can frome fey 
be done with soft pastels, but the first layer of col- ip 
Sustaa Ubetacd=tesnienoe sae come va 
and the eect isnot as good as with oF pastel. ponte 

tected ang 


(2, ood colors 


different Clrawing papers: 
different characteristics 


Tr sccsion ta tne, tectrique, and medi, 


Srecth-gained paper wit a tre toot 
{more approve or graphite or 
‘obred panel crawngs and or 
‘make shot 


COLORED PAPER 
‘There arm many brands of high-quality colored 
papers available. In order to create a vibrant 
‘effect, you should choose a paper color that 
‘contrasts wit the dominant color ofthe drawing 
‘you are about to start. To achiove a harmonious. 
effect, choose the closest color tothe dominant 
Color of the drawing. Colored papers are avai 
ble commercially in a wide range of textures; 
therefore, you should remember the effect that 
‘ot only the color but aiso the surface will have 
‘on the materias. In adktion, colored papers 
alow for white chalk outines.. 


PAPER WEIGHT AND TOOTH 

‘The heavier the paper, the thicker and more re- 
sistant it will be. tt is easy to perforate very fine 
‘paper with the point ofthe penci when drawing: 
‘therefore low weight papers should be used with 
‘special care. Fine tooth papers show a penci's 
varying gradations, allowing forthe creation of 
‘shadings and for clea, high qualty ines. ough 
‘paper, instead, breaks ines and strokes, gring @ 
‘discontinuous and fragmented look. This type of 
Praper also allows for rugged shadings, which 
‘Ove the drawing a much more atmospheric o- 
act. iment patictes remain fed to rough pa 
erin the grooves ofthe granulated surface, ia 
‘mall color specks, This effect lows forthe re- 
‘ection of the ight ofthe paper, which gives the 
‘colors mare translucence. 


‘The mca toro otro by 
‘Bask paper is ea! for almost 
ofthe cty techies 
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brushes and inks. 


rawing with brushes 
is the first step towards 


MraWIN wit iquic techniques. in principle, 
Cte teen ten 


To mane white marks we 
wash te tp ofthe hy 
‘rmeciatoy absorp of 
tre cok 


The mov the wath eed ebro the na! 
gradaton wba 


ext worn wi 
wast, aby 
(9004 ido to avo 
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ver the paper anc 
‘eang precion 


Pract mating fora 
gradations nore t0 
sa ho neh shaarg 
(hat washes can ofr 


EXTENDING THE WASH 
Wash allows for wide and rich tonal gradations. 
In order to create these gradations you should 
‘stain the paper witha very saturated and intense 
‘color, wash the brush with water, and then cis- 
solve the color over the paper. Asi skies, the 
‘color expands through the dampened area, since 
the water onthe paper transports the color AS 
YoU extend the color, the tone turns lighter. The 
‘moee times you repeat this operation, the lighter 
the tones ofthe gradation will become. 


AVERY SIMPLE METHOD 
The best way to learn how to extend a wash is 
trrough practice, Stat with a very simple exam 
ple: pear Aftor making the pencil craving, the 
frst stop wil be to outine theft withthe tp of 
the brush, witha constant and continuous brush 
stroke. Then, apply a very ight wash in the inner 
ae ofthe pea, caving a smal whte space. 
This space willbe the reflection. Before the wash 
‘sry, adda second wash with a much more i- 
tense tone. When painting over the damp sur- 
{ace, the tones wil max rapid. Squeeze the 
brush and help dstrbute the tones with very 
ght brushstrokes. 


3. Finally, add new colors to better deine the 
light and shadow effect on the fut. 


41. This simple example shows the easy execution 
‘of awash drawing. Fist, draw the outine of 
a pear 


t 
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22 Then, with very diluted washes, begin to stain 
the inner section, extending the color ofthe intial 
outine. 
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Tn wash, itis very important to be able to manipulate the brush correctly 
‘boing that tis the mest common drawing too for bquid techniques. A- 

though wash is classied as a crawing technique, the Brushstroke isthe 

main mecium used to create stain. values, and strokes. Due tothe rapid 
absorption ofthe brush, ro other meckum can compete with &. The brush 
‘expresses movement, ight, and atmosphere: howeve, the artist needs £0 
rely on his or her repertoire of techniques and ably since wash cannot be 
cortected and the additon of too many ines wil create contusion, al of 

whieh wi éamage the end rest 
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‘LINE WITH WASH 
‘Among the watercolor techniques, inear wash ts 
‘loser to drawing than painting because it has 
the same characteristics of drawing: mono 
‘chrome; value; and the combination of strokes, 
lines, and shapes. Through wash you can come 
10.0 uly drawing-tke understanding ofthe mod- 
‘alternating the brush stain and the ine. Be- 
‘cause ofits purty drawing-related character, the 
‘wash enables you, besides applying chiaroscuro, 
to outline the volume of shapes from the cirec- 
tion ofthe stroke on the darkest areas. 
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FROM LIGHT TO DARK 
‘Brush drawing begins trom a completly trans- 
‘parent background in which the value work is al- 
‘ways made trom ight to dark; this means that 

‘the tonal additions should always be made to tho 
lightor tones, and not vice versa. Therator, iis 
‘extremely important to establish from the very 

‘beginning the work areas ofthe crawing. This al 
lows you to obtain an exact measure ofthe gray 
tones that correspond to each area. 
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Inks: 
strokes and effects 


The stcke is th bass of ckawing. From tis simple gesture on th paper 
volume wil be constructed by modeling the shape, caressing the paper with 
the medium, or simply by drawing the shapes wth a clean and cect stroke. 
IWwash, as explained bolo, allows forte location ofthe various planes of 
the model accarding tothe tonal values, drawing with a brush heps to 
‘make the obyectsoutine stand out against the Background by 

crating contrast. 


‘Back ra nk 8 2 mee nterse black than Back 
watercolor has greater tral nctress, and expands 
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‘TW BRUSHSTROKE 
‘Tha brush isa very flexible drawing medium and 
's easier to handle than the qui pen. You can 
‘move brushes very rapidly and fui. you vary 
{he pressure on the ip as you draw, you can 
‘achieve ines of varying widths ina single stroke, 
‘You can easily shit croction by bending and 
rounding comers, where pencis and quill pens 
‘would fai to do go. A round sable brush in good 
Condition transmts stroke, rhythm, and modeling 
In one stroke, 

In brush crawing you may use one or at the 
‘most, two colors. more tones are used there 
willbe mines on the paper, which wil produce a 
‘ringing ofthe shape outine. This imitation in 
the use of colori compensated by the tonal 
variations deriving from a "higher or lower” ds 
soluton of colori the water 
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The qull pn makes a fine and clan ine, which can be used 1 outine any ob- 
Jct’ form ina drawing, But you want to shade and give texture and volume 10 
‘an object without using a wash, you wil need 1 use the white ofthe paper and 
‘iterent strokes. Each type of hatching, depending on the proxy and shape 
‘ofthe lines, wil create various shades of gay. You need only a simple theme in 
‘ode to bud up volume and texture. 
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Combined with other media, washes, whether made with watercolor or 

ith ink, alow for countiessetacts, which may make the drawing more a65- 
thetically intresting. In these next pages you wil be introduced to some of 
the most common eflects that drawing professionsis use to create texture. 
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effects and techniques 


Pa APPLYING SGRAFFITO 

‘Soratito creates white marks or strokes on dark 
‘backgrounds. Ths operation should be done on 
‘recently painted area, while the watercolor is 
‘til wet. There are two ways to “open” these 
‘white strokes. One i scratching strongly and 
fm, using the edge of a brush handle: the 
‘ther way i to use the tip ofa razor blade or 


‘cutter. The strokes made with a razor blade wit 
‘be deeper, thinner, and more intense. 


‘TEXTURE EFFECTS WITH SALT 
you paint a agua, mic-tone wash and, while it 
‘i st wet, sprinkie a Ite bit of cooking salt over 


't you wil soe, asthe wash cries, the grains of 
‘sa absorb the pigment and produce inerosting, 
light blended stains. Once the paper surface is 

‘nono to aco a mead tah we 8 ‘completely ry, you can easly shake off the sat 

‘wratarount of wate R wore ay bre and grains. 

@scontnoas race, whch wl ge a rere 
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professional 
stroke. 


One of the main 


challenges for the beginner 


‘who do not draw regulary have the habt of Grawng in a static manner, 


¢ is drawing ng and continuous Snes wih just one stroke, People 


Training 
the hand 
render a drawing spontaneously and with a variety of strokes, you need 
Lepr hereto dpe at 
aocoessee 


DETAILS 
For precision and deta work, hold the pencil as you do for writing, but abit 


eld inside your hand, you can make wide 
-o-sde oF up-and-down movernent ofthe wrist 


SKETCHING 
‘Sketching isthe form associated most often with 
8 ,ough craft or a quick sketch. tis also the 
[hase in which the drawing is fst ted, e=po- 
‘cially whon working in rolatvely large sizes. By 
having the point of the pencil slanted you wil ac- 
‘qui faint strokes that are easy to erase. 


(MASTERING THE STROKE, 

‘Any drawing beginner should investigate and be- 
‘corn fara with the variety of strokes before 
starting to work. You can do this using the same 
‘enci lead, the sharpened point (for fine 
Strokes), Othe side ofthe point for wider 
strokes). Semple linear drawing isthe most <ifi- 
cult approach because the artist has to create 
{ones and textures in the model without resorting 
‘0 shading or tonal gradation. n the hands of a 
‘hilfl artist the mer ine is capable of depicting 
‘almost al the visual effects that a drawing can 
resent, In the folowing pages are some pract- 
cal exercises for you to practice making strokes. 
‘Mastering hand mavements, lines, loops, spiralis, 
Cercle, and ovals wil stant you on your way to 
becoming an artist. 
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‘CROSS-HATCHING 
‘Cross-hatching consists of a series of parallel 
lines crossing each other at an angie. These lines. 
‘can be straight and systematic, or freer and i= 
‘rociso. Tho closer the Ines ae, the darker tho 
‘shading, which wil alow for diferent shade 
{onalites in the same drawing. Cross-hatching 
‘400s not have to be done with straight ines ony. 
‘By crossing curvad or wavy ines, oF doodtes, 
‘you can achieve a wie variety of effects. 


DRAWING LOOPS 
With a slight slanting of the penci, draw several 
‘oops switly, asf cracking a whip. you do a 
‘gradation with loops without lifting the pencit 
from the paper, you wil have spiral strokes. 


‘SHADING WITH SPIRALS 
‘Some of the most interesting shadings and gra 
dations are those made with small icles or sp 
‘als, Just draw small spirals, resting the point of 
the pencil aightly slanted on the paper and turn- 
ing the ponci as if cracking a whip. Filing al the 
‘space gradualy and controling the amount of 

‘ressure on the pencil will produce a homoge 

neous shading. 
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Jose, spontaneous stroke—with no academic 
‘concerns —or when they want to give the raw 
9g a more expressive effect. 

‘Ariss use dooding asa form ot shorthand to ~ 
\nclude information in ther sketchbooks: 
‘should be developed in an instne, putteg foe 
‘mest the spontaneous aspect of expression. 


4. Fst, stat witha quick, seemingly 


2. Finally, you can try shacing—one or two tones 
wil be suficient. The Grawing must not be 
‘Completely finished: should remain somewhat 
‘sketched and imprecise. 


COMMAND OF EXPRESSION 
‘tomate ring sows mage tbe rari 


| echniques to 


improve pencil 
control. 


Controlling the 


pencil is important not 
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Spirals, and gradations 


C pen you have marred the base stokes you ar ready for exercises tnt 
wil tach you to control the drawng too. Parhape wnat is most dict for 
the beginner is managing a fem aed continvous stroke, I fat. mary peop 
who have never drawn usuay make a re with short, SuCCRSSiVe StrONeS. 
ing the pancl each tne, cemwng fst cn le ane en anexher an a 
‘mae The prosiem 6 that ey rest tna hands on the paper nthe same 
way that they wrte. The drawng hand dows not rest onthe paper: instead. t 
shud move, side, and caress the paper 


MW A SINGLE STROKE 
‘Your fat gol wel 58 to seats the shite draw contnucus nee without 
lting the penci or stoneing your hand. To actieve this you wil have to hie 
the pencil ust as you wousd for writing but atte higher uo towards 
(2rd, Hold the gencl on a slant; the mare the slat ne more fu. ong, 
2nd wider your strokes wit 58. Now. barely pressing the pont ct tne panct 
craw several straight agonal ines. Graw some siowty anc others hat. 
‘Tryto make the space oetween he tees even Then aractce hatcneg wit) 
\verical arc norzontal ines. Witout turing "he paper arcure but stil keen 
fngit vertical. raw vertical ines and then cross hem with Norzontal nes. 
Tey to leave the same space between af ct the ines. 
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[LINES AND GRADATIONS 
Now draw a series of simple geometric forms of 
Lotterert mentions and tu them 9 wth the 
hatching, loops, and sprais that you developed 
‘nthe previous page. Your goals to draw them 
‘nitormly. Drawing square, crces, and rectan- 
(les of citerent sues, repeat the exercise again 
but nscnbe witha the forms several racatons 
‘of varous lengths, in clagonal, vertical, and hort 
zontal drectons. Repeat these exercises several 
‘tmes. Be aware that by practicing you wil 
achieve the contol of the ine from began to 
lend, which wil alow you tobe confident later 
when crawing forms. 
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‘TNE DIRECTION OF THE STROKE 
Not oy the intent andthe with ofthe f 
‘roke important when f comes to crewing, but pS 

‘850 the direction you veto the stroke. in other 4 

‘rors the way the ines ae ra form the par 

‘oul teture ofeach objec. ines are aso use S 

fulto express an objects shading. Orawngs . 

‘eek fo represent the roundness” of obec, 28 

they appear nature. OF couse this refers not 

‘ony to spherical forms, but ao to some curved 

surfaces. There's aruie among artists: "The STADE Sekt erect an tec vane, The 
aubere The piety and mam of Pe ose SPO aso scrO8 FS 
ctlanas mach sponte, Bevolme cline Sw atars eae ore caro ofsroe | 
objet. {apr Pe bes out be saan noe one 


A STROKE POR BACH SURFACE 
‘When anaiyzing a model. you should keep in 

mind the direction ofthe bes at al tenes, bn 

‘other words. on flat surtaces the stroke should 
bbe straight. on curved surtaces it should be t 

curved. For example, n a crawng of a wheat 

fed verica toes would represent gress and robot way to wrcrstre te 
‘some doors wouk represent the vegetaton’s — volera 5 rough the amcton of 
tasture On the other hard. n a crawing of a 

house, cwoss-hatchng woud successhaly Bult 

up the volume of the foors and was. On eye 

dc Rgures, the stroke should envesop them. 

Wiiny arnt sn Ses gy the natural appear 

nice of pecote ant ama Ra AlSO take into 

acccunt that stomes can be grouped together 


sored cut terecteent ign and shadow a8 wel 
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‘A STROKE'S FUNCTION Picea 
‘ho artiat's needs. Itcan be used for shading, drawing. This hips to understand that nature | Wisin” Aso 
‘modeling, or toning, ori can have a purely de- elements are not simple spheres or cylinders, but} hms 
‘rptive omamenta rol. The combination of ct- present very requ forms composed of feomroplehies 
{orant kinds of strokes in a drawing creates ferent segments. ean Pomes 


‘hetrctonl hese wv acong'o stoke rcwaes te sensatontvotmeina | 


itferont planes in a drawing, A wol-drawn 


Hiering ia technique tats ved for cram 
(ng areas of tone with fine, parallel strokes. The 
Closer the strokes, te deeper the tone, Simlaty, uae natn. wach 
the amount of pressure exerted on the pencil wil 

determine the intensity of a stroke. Hatching and 
‘ross-hatching techniques for buiding tone. 
Practice drawing thom, since each one provides: 
«different finish tothe drawing. Graphite and 
mechanical pencis are ideal instruments for 
hatching. There are several ways of making & 
type of stroke or hatching, accorcing tothe at- q 
fect you are looking for. ln just one drawing itis 

possible to use several ferent hatchings,alte-—Hacings can be made 

nating shadings ana coonngs. ven fire tick stokes. 


Matching: 
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MATCHING 
Soft drawing materials, such as charcoal and cha, alow us to 
‘build up a solid area of tone by blending ines and strokes. But is 
‘also possibe to crete tone wih ines alone. Bucing up a series 
‘ot hatched lines wil suggest solid tone and color. Varying the 
‘space between the ines wil make the tone or color darker or 
lighter. The broken nature of hatching. when looked at rom a ds 
tance, can produce a more vibrant effect than simple, fat areas of 
tone. Since the white part of the paper isnot entrety covered, the 


‘CROSS-HATCHING 
ee naieean hea aso onthe api-tand Soe of page are ctent 
cross each other at an angle. These lines can be “avs of oss natura, Oapendng onto dares of 
Piedepih arsine ‘nolraton of re lw and the quant of superposed 
Sh ee oe ee hatcing, wo rave (crossing at an ang, ore ofthe 
willbe, Crogs-hatching does nt have to be me ee ee ee 
‘made exclusively of straight nes. Crossing paige dela ldaraect iat 
‘curved or wavy ines oF dooce may also eae 
achieve a wide variety of etlacts. Lewis, ou 
‘can modity the tone by varying the angles of 
pepe tan ne 
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Hings: 


three-dimensional forms 
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Posto is a technique which smal dts of 
color ae appt tothe paper ina way that, 
when the drawing is vewed from a distance, the 
lights reflected on each one of the ncvch 
spots appear to blend. Thus a unified effect is 
acheved, which provides an atractwe texture 
with vory uncommon effects. In the posntiism 
technique tonal eects are achueved by combie- 
Ing groups of pons together: an aqgeomeraton 
(of tterent particles of ctlerent colors that ner- 
‘act. The quantity of points wil automaticaly be 
Interpreted a tonal areas bythe observer. This 
‘drawing method became popular atthe end of 
the nnateanth century with tho Drisionsts, who 
Interpreted nature through jxtaposing try dots 
(of colo ta provide the modal o beet wih an 
‘even distribution of tght. n monoctyome draw 
Ings. tonal areas can be achieved by combining 
(ots of small strokes of ctterent izes arc pac 
‘ng. By altering the size of the dots, the cistances 
‘between thom, and the amount of pressure you 
‘apply onthe pencil tis possible to create a 
‘complete tonal range. 


ointillism: 


a divisionist technique 
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estural 


and outline drawing 


Grestural crawing and etine drawing atow 
yOu to represent the model with near, snuous, 
‘nd caretoe strokes, Artists resort to this tech 
‘Fique when they wart to form the rough bass of 
‘a more finished work or when they want to give 
the sketch a more expressive eect. 


Fandom hatcnng lows you 19 raw Eovera nos 00 
‘a0 of ene arcter to desorbo th prt o a 
Then the artist sects and eres a rm thats 
rest deterg 


‘GESTURAL DRAWING 
Gestural drawing i made with quick, nervous, 
rough strokes, which the artist executes intuitive 
yas gestural traning. In this type of drawing, 
‘spontaneity emerges from the vivacious move- 
ments ofthe artist's forearm, while the theme is 
translated through mythic and dynamic ines. 

‘Gestural crawing is a good method with 
which to begin drawing, Even i the strokes seem 
to.be made in 8 nervous and casual manner, & 
Ccertan degree of control must exist. Artists use 
gestural drawing as a form of shorthand to in 
‘ude information in thei sketchbook. This tech- 
rique could be applied when working outdoors, 
‘or with themes that require the artist to draw 
‘quichiy, such as a landscape where the weather 
conditions are changing or a pedestrian area 
‘with the constant movement of people. 


Look att apescation ofthe deinton in tas uban 
wom, The ements the orerourd appear more 
sreamined ard are ere orphacized than those the 


‘OUTLINE DRAWING 
Outine drawing describes the model through 
lines that outine the object's profes. The ines 
‘can be compared tothe contour kines in a map, 
In wich the graded ines represent the abet ofa 
lanascape, 

Ina fished work performed with these types 
(of strokes (vigorous, fine, short, or ong) the hes 
170 combined to describe a pleasing scane. To 
attain athree-cimensional effect inthe contours 
ofthe drawing, ts necessary to vary the quality 
{and value of he strokes. An isolated bow may be 
‘ambiguous, but fits intensity varias, may 
{transmit the fusion of space or vaksne, even 
‘whan used only asa contour Widering the ine 
‘may incate shadows or proximity to the viewer, 
‘anda tin ine may indicate ight and distance. 
‘Success in sioustte drawing has to do much 
‘more with knowing how to observe than the act 
(of drawing sat. This tachrique is an excatent 
form of traning the hand to interpret what the 
eye sees. 
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proportionately 


Ojocts tat are part ofan ensemble require you to study the 
Dostoning enero constnct a proportoratey balanced tam 
ing. We dots by fet sating up “boxes” 1o defn he hoght anc 
swath of ta atrent objects na compotion. You coud cal hia 
begining page the ovine sketch wile ved asa prekminry 
cempontion trougnout terest of the oamrg pases. 


SYMMETRICAL OBJECTS 
‘To learn how to draw a wei-proportioned symmetrical object, you 
wil draw a cup as an example. Postioned in ront of the cup, frst 
draw aline to define its height. Mark with Ine segments the upper 
and lower limits. Draw another line across the frst one to define 
the cup's width. Again, mark with two segments the cup's outer 
borders. Connect the cup's border segments and height segment 
witha perfect elips's. Extend the outer border lines and draw a 
‘square: you will raw the cup's form insce the square. Draw the 
body of the cup using the vertical ine as a reference. Finaly, cram 
the base in the same way you drew the neck. This method is ideal 
{or drawing syrmetricel objects (boties, cups. pitchers, etc.) and 
Is very heiptul in drawing sti-ifes as wo 

In the next drawing, ty to use the least number of ines possi- 
bie to define the postioning of each object. 


The eure deercretites how to aw an kya  ercparter: (A Fest 
raw a vrtca stig tno 0 define the ogec's eget.) Then. cross 
tne vecteal ine wan 2 harcore ie to dine ne yee wih (6) Eten 
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DRAWING AS IF THE OBJECT 
(WERE TRANSPARENT 

‘To craw an object it ls necessary to understand 
its structure, For this purpose, itis often helpful 
to draw the object asf t wore transparent, that 
's, drawing the parts that would be hidden trom 


tho observer. This allows you to study more easi- 


ly tho objects structure as wl as ts form. tis 
always easy to frst place forms witin the con- 


Stag from a seie guorat orn enables yout 
corstnct mow eucoate ores. Pe case a char 


raging Pat ne tyes ae Yaneparwt 9 9203 
ered suey sna ncaa mer rte Sns28 
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Ores ta trae eat anctiet tester dan joc tag 

to work and build upits texture by drawing the profes and emphasizing the 
the object's contours: do not worry about the tonal zones at this point. You 
should work with sot hoes an strokes that can be easly erased in these 
ext steps. 


Strokes $ 


and profiles 


REAFFIRMING THE LINES | 
\When the external pat of the model is complote- 
ly finished, reafiem the ines with a much freer 
and firmer. but not too rgd. stroke. You will see g 
that it is easier to accent the more definitive ines. . Aa as 
when you have drawn a previous sketch. Now i 
Yyou can begin to superimpose diferent strokes 

‘nthe previous ones to make the forms more 
‘concrete. As you continue drawing, te ines wall 
‘be firmer and more intense and will define the ween cpeoreny em Seo. 
{forms with more precision. 


Ins ret rnaceesay to keep tho nite, protmnary Ines. 


PROFILES 
‘Aor the proiminary outine sketch is fnished, now time to Highlight the. 
profes and build up the tones. Do not make the mistahe of drawirg the 
‘whole object with an intense stroke, only the zones that define the cbject 
have to be emphasized. When the outine sketch is considered definite, 
{You can start superimposing diferent strokes on the previous outines to 
‘make the forms concrete. Remember, the strokes you are drawing represent 
the ditterent borders, internal as well as extemal, of the theme. Using pencil 
‘gradations will ge more three-dimensional character to the cbject as well 
{8s present some diverse strokes. Thicker Ines will make the object stand 
‘out from the background, while finer ines should be reserved for hatching 
‘and forthe object's internal deta. 


a linear landscape: 


controlling the stroke 


Tro fatiowing exorcise wit demonstrate how to develop neat 
hatching and shading na landscape, in this case a cit 
Combining these tonalies alows for rich transttons between ight 
{and shadow. itis rating to draw a landscape in which you have 
torrepresent an object in the foreground, where the observer can 
clearly se0 its texture. You can erate three-cimerssonal effects in 
a drawing based on hatching made with directional strokes. 
Frequent, you can include stokes that go across or suround the 


‘model to suppot the representation. 
41. The fist step consists in viding the paper 2. Once you are satisfied that the proportions 
Into four equal parts: this wil make the layout ‘are correct, reaffirm the lines and draw the 


easier On ths gid, start sketching the plant with contours and basic forms ofthe plat in tho 
an H pencil Tha stokes should be ight ncase foreground with an HB pencil. Do not wory 


you have to correct them with an eraser. The ‘about the details: you must concentrate on the 
cits n the background are ighty sketched and general structure ofthe drawing. 
laid out. 


ohana of te 
objets atari on 
the rst pla shoud 
amar intenen are 
ln than thos it 
the tthe planes 
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‘3. Stan shacing the plant in the foreground with paratel hatching. Then 
proceed to shade the cts and coastine the background planes wah 
‘ross-hatching. In the frished work notice the quaity that can be obtained 


a theme: 
selection and 


Com IDO- 
=a ‘sitior 


aa 


lactors in 


selecting a theme. 
[_verybody has the 


ability to find 


iN ANY theme something thats extraordinary sgnticant. Tis 
isthe sh that ranstonms a person to an art. However, salact- 
ing a theme isnot enough: also has to be presented to the ob- 
server in an atvactve and teresting way There ar soveral 
) factors that you should take into account you want to tun a 
‘model into a vsuaby simuating Grawing. among them: observing 
ng an nteresteg port of vew, selecting an orginal framing, and compos: 
ing the diferent elements wihin the Grawing. To develop these factors, look for crawng 
‘thames in your natural envronment fa nearby park, te stoet whare you vw, the plants on 
your balcony, et.) and study ther compositon and values. you sketch persistent, your > 
‘tual perception wil soon heighten and you wil iscover themes that for others go unnoticed, 


3 


eroosng aThone 
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Composition 


and blocking in shadows 


C}omposiion reer othe way n which a 
‘home 6 presented aed la out with tha r= 
‘ent planes of te rawing. Betore you begin 
‘rawing, you have to broak down, ska, and 
‘ovate the deren laments te theme and 
try 0 understand how each one balances the 
‘thar ora well ranged crawing. Tick of Pow 
the ctect or mode! wil eect he overal raw 
Ing. nord to compose, you must fst learn 
how to make a rough outine. A rough outine Is 
‘hast stop that an art takes to define the 
{orm of the mode, iets, and ts proportions. 


BREAKING FORMS DOWN 
INTO A FEW LINES 
‘Allforms in nature can be broken down toa few 
Cuties, whether fis a chat, vase ug. or tree. 
‘You will seo that these structures in turn can be 
reduced to spheres, cubes, and cylinders. This is 
‘8 good starting point for a sketch that i, 10 
‘make a rough outine of the model or object on 
‘paper A rough outine ts not the same as con- 


Te best proach h constucing a rough tie 9 
_tart wa sree bck ose) whet yOu crwth 
toms. Tose toms shud be sire, ft, rc very 


a a ee 


a 8 


(Coser theca two cravings the dftorence batwean 
sructured outing anda tee one. A) The structed 
Cutie alows you to anahze the farm from a previous 
sister (8) Tha too cutie cers tom tho fet one 
because you By to craw the fn crt, wien a 
provous rough eutine ofthe erent forms 


The fre cutine lows you fo bales concerned with 
Lerocrtcns ars ie the crawng a more exressive eat 


‘same time. This kind of quick sketch wil help 
‘you understand the mada!’ form and wil help 
You later in more developed drawings. The ines, 
that define the contours do not have to be fine 
and elegant: they can be broken ines. To begin a 
1 drawing without an outing, itis best to draw 
the ensemble treely, without streamlining or 
shading every form. The lines may be reatfemed 
as many times as needed, but remember that 
"you should give form to each object with oily a 
few tree stokes. 


ARRANGING THE BLOCKS 
‘Atier you have broken the objects or model 
‘down to basic geometrical forms, they must now 
be arranged within the drawing. This means that 
it you fit the mode completely inside Its block, 
the drawing will be limited to that particular ob- 
Ject, thus croating a concise representation. 
‘Wen the model is composed of many objects, 
‘each block, with a form, is added to the main 
block. It's easy to complete a drawing if you 
start with the basic forms. The guiding fres can 
always be easily erased. 


‘The main mode must beable o Stinks te main 
‘look es case a tea Met. Once he or of he 
ta bets has boon drawn, new Bock Por Pw hate 
ard the spout can be acted 


The frst step crt an tin shatch shouts be 0 
ace each elerent into sna sero HOKE. Ths 
‘eccorig fo the dimensions ofthe Bock, aco ach 
‘rm of he toms neice a, paying cbse atonton to 
(rer pres, 


sr9 outro 
stotcres haps you to 
‘compose and 
labia Yo vanes 


‘BLOCKING IN SHADOWS 7 - 
In cases where the model is strongly Wuminated, ausetatech- 6 

‘Pique called blocking in allows you to establish shadows which 
il later be bult up. Blocking in dark zones becomes part of the 
Initial drawing process, tothe point ware t's common to gar a 
‘raveng by akerating between ial ines aed prosmeary sain 
‘Do not worry about details at this point: you are simply establishing 
the main areas of tone. The profes of shadows are a good fter- 

‘ence point for blocking in, especialy in models that havea strong 


‘tena 30 tat you 
poner erence 
Provgrodt the tor 
crown sia 


light and dark contrast. You can aso establish the urinated areas 
‘by outining them with dark ines again, do not worry about de- 
tals at point. 


Browrg n seams 
arg te ey stages of 
sovarg ores 383 
rtronce nen wor 
br ete sages, Bot 
hace wih ete! 


‘Blockng in shactows good when you ae satin a 
‘erchcape, Working wih a chak tok on sce ys 
an crete a shh Ie eer ave na few mints. 


using 


\_ _Derspective 
\ in the preliminary outline sketch 


%_camtortable wn crewing geometrical fos whieh ay 
out he moc 


When analyzing an object's form (a table, vase, 
‘cup, car, tae, otc), you wil fied that t can usual 
ty be drawn inside a cube, a prism, oF a cyinder, 
‘which later becomes its structure. Therefore, the 
“tit wil dorva his oF her drawings inital from 
any 070 of those above-mentioned basic forms. 
First you wil have to observe the object and de- 
‘ide which geometric form wil be the most ade- 


and establish ts proportions after you define 
nd detalt you can erase the intial 
geometric figure. 


3. Tofinish, jin the 


COMPLEX OBJECTS 
‘A complax object can be broken down into sev 
‘eral geometric forms that can then by laid out in 
‘one gonaral goomatric form. First start with a 

‘simple form and then combine oF superimpose 
new geometric forms according tothe object or 
mode's composition. Use simple and straght 
lines and do not worry if at first the geomet 
cal forms are not similar to the object. These 


eter be ire: rr botnet 

they are not perfect. Later, you can go 

| Grermem uy tne ose 

oo 

{.Aczaweg base on tree diners 

{l peor erat sce ony saedshh 
Lr} (le Sarperie otros el poosscotan 

t foreshortened effects. 


3. Gradualy, you wi 
define the profile ofthe 
‘object with fem and 

decisive ines. This fest 
linear layout wil act as @ 
Guide to develop the 

drawing’ tonal eects. 


4. The last phase 
culminates in bulking 
‘up volume in the model. 
(Once the drawing is 
complete, you can 
‘eraso the goometric 
form, 
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‘he fst pottery art aces laying out a sect 
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heberrechtlich geschiitztes Material 


‘croosing aTheme: 


‘SEARCHING FOR EQUAL PROPORTIONS: 
‘The search for equal proportions amang the c- 
erent objects ofa model can be a very helpht 
‘exercise In learning to relat the ciferent parts of 
the structure. This consists basicaly a compar- 
Ing and termining (as has been done already in 
‘the previous chapter) that the hoght of the ptch- 
‘is approximately equal to hai he total height 
‘ofthe Bote and that itis almost twice as wide 
1 the apple found on the second plane. 

‘When you ae in ont of a mode, you should 
rmentaty take it apart and study how the propor 


tions among the diferent parts ofthe model ro- 
late to each other. You may, for example, decide 
that one zone will be one tied the other zone, oF 
that another zone wil measure exactly twice 88 
‘much as the previous one. Many times, especia- 
ly when approaching architectural themes, you 
‘houkd compartmentatze the facades in equal- 
‘ie vegments in order to place corecty tho 
windows and the balconies. 


Yeu wi a0 n meso mages Totowa bacon, ce ne vv the uncer seit tne 
‘eimporarce Pathe boxinhal making se at to far segrents and uso 
‘elton of mensions has ‘he upper imit of eal ‘he two canta poten 
ooking n Fist. caw the box cocci wi te ‘roect the vertical ines. 
ware youre garg 2 mmenrorert 
eco be era. 

| 
(Once te et measurements ‘Progresso act now 
have boon sie Ssh Pe parttons to dele 
verte ies to obtain Be ‘cocoate cements of Pe 
‘rnc res tet tre te ‘atcone 8 presen, and he 
bacon —— 


(MEASURING WITH A PENCIL 
‘A simple pene, stick, or ruler is Commonly used to estabish 
‘proportions, To do so: raise a penci tothe level ot your 

‘0708, extond your arm fraturn to this postion every time you 
take a measurement) and situate the pencil in trot of the 
part of the model you want to measure. Move your thurs 
‘up and down untl the visible part of the pencil cornices 
with the measurement of your model. Translate this mea 
‘surement onto your paper and continue to use the penct to 
‘measure the remaining proportions. Compare distances fre- 
‘quently, Work meticulously, comecting proportions, rating 
them to one another, and indicating points of reference 
‘Suxenly, without noticing It, you wal find that your minds 
working ina logical way. Remember to calculate horzontal 
measuremerts as well as vertical ones, without ever altering 
the distance between your arm and the subject. 


PROCESSING THE MEASUREMENTS 
‘Starting trom these fest measurements, the artist creates the 
forms using a minimal numberof ines. All the elements of 
the model go through a fist outine sketch before boing 
drawn in defrite forms. This outine sketch, with is proper 
Felation of proportions, wil slowly be bul. 


Lrawing 


with grids 


The ties method to ensure thatthe eerent 
ars ofthe image have comect proportions is 
the gid wren intrprots the droction of he 
model’ ines and its structure. The more dv 
Sons the gr has, the more exact wil be, thus 
avoiding the possibilty of ever in the craweng 
‘Boa.des bong a pertact method for copyng the 
1d also allows you to enlarge a model propor- 
tonately. This method may seem boring and me- 
chanical at fst, but you must remember that his 
‘s ust another base rom wich you can stat 
working 


Ard aus you to ach and caw a modes estos 
to tho highest oayoe. 


Ona aera pce of papa: caw ad wit a parc 


rey to craw tm maces tatu, pg O50 
‘ttn exch one of he squares and tho particular 
fate at & n anc scree 


‘rawing. To copy an image with a grid, craw 
‘squares onthe model and repeat the same 
‘squares ona blank place of paper each one of 
the squares is a part ofthe image. 

Even though leaning to draw from ie is more 
adhisable, there are occasions in which copying 
18 photograph or drawing with this method may 
De necessary. 


‘A PROPORTIONED DRAWING 
‘Tho grid i a good method if you stil have ct- 
Ccutos making a proportionate cawing Tho 
‘object ofthis system isto help you se, under 
stand, and draw with more fuency acd 
‘exactitude. As you acquire dexterity and fut, 
this system of crawing wil soem excessively 
‘mechanical. With te, you wil not need the aid 
‘of a grid to compose: you wal draw wth 
imaginary ines. 


Tes “Lorrain method:” 


harmony in the composition 


We wit row study an ingenious grid system 
that was popular in the seventeenth century by 
the great landscape punter Cue Lorain. nis 
prekmnar andseape eramings, ve French 
artist would frst draw geometric ines that would 
‘cover the paper's surtace Ike ane, was asin 
‘ple grid that partitioned the paper rectangle ac- 
cording to its medians and its diagonals. This 
‘goometic patton alowed the artculaten of he 
Surace of the square accortng o the compos 


‘The system alows you to harmoniously place 
the itferent elements of a landscape, moving, tt 
necessary, some tree or shrub 30 that coin 
‘cides with one of the intersections of the ciago- 
nals. Ths method helps to balance the 
‘emptiness, dstribute the elements throughout 
the surface, and obey the logic according to how 
the elements influence one another 


‘Draw tao agonal at Comrge the mice oF each 
(rm of he fur resting rectanghes. Mase tur ports 
‘wil bo rioronce ports hx th compouten jt He 
‘he dogorat tht adn srongtaring te ofc of 
ht ra lndscapo. 


the motives that have led them to organize the 
thar ina certain way. you wil be surprised to 

realize that most ofthe drawings conform to the 
conventions that have been explained in these 

pages. 


It you craw to agonal gd ona pacer you can 


us 


point 


of View: 


transformations in the model 


When you ae looking at landscape, toes, 
animals, gues, et. you ae not completly 
‘conscious that your ew depends on the posi- 
tion you aren via-avis the real model. Bore 
Crawing Ris necessary to move around the 
‘model in order to fd the point of view that wt 
best express the vanation within the unty of the 
‘models forms, sizes, nd colors. 


VARIATIONS IN THE POINT OF VIEW 
‘A normal” level of observation, when the theme 
's situated atthe artist's eye level, is most 
‘adequate for simple and descriptive images. A 
‘model observed from a higher point of view sep~ 
arates even more the diferent elements ofthe 
‘scene and allows you to play withthe differant 
‘spaces that open up among them. When, to the 
‘contrary. you draw a scene from a point of view 
lower than the usual one, there is tendency to 
‘have the dtlerent elements that compose the 
‘drawing overiap each other. 


1 ook at the mock tom aoa pont 
‘of ew te norzon ine is poston nthe 
‘mice, vidng he odd! no wo haves, 
The ste appaars coreact ard tho 
‘objets appa together athough cer 
omntabe. 


{ou stare up an ook at stato rom 
‘a igher pant of wow, the horizon ne wit 
appear hg, tho obacts wil reve aro 
sp2ce betwoun wach ote, andthe 
sacows wl appr rounder 


(yc ook at he model rom a ower pont 
‘of vow, rzen ino dosconds 
asta, tm projected shadows 
appeey, ard to objects are 
superposed one ont oho oho, 
-somowtathndveng the Centitcaton of 
cert dates of he group. 
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‘THE POSITION REGARDING THE MODEL 
‘The best way to learn now the view of the modet 
‘changes ifthe point of ew is changed isto 
compose astil-fe on a table and try to look at it 
from atferent points of view, as you can see in 
the images on the previous page. Notice gure 
‘Ain which the objects that form the composition 
have been drawn below the ine that derarcates 
the table (horizon ine) ths means thatthe per 
‘on is observing the scene from a high position 
‘Yu can deduce then thatthe viewers standing. 
nite contrary, the viewers sting in alower 
positon than the previous one, the ine ofthe 
‘mode! wil leo be lower, and the elements wal be 
‘observed from a more level postion with the 
table figure C). Observing both images you wil 
‘also see that he forms, as we as thei respec 
tive shadows, have changed noticeably. When 
looked at from the higher positon (8), they pre- 


he aration nthe porto vow tots 
{he necked prcepton ofthe 
ctjcts. 4) Drawn a cap hom a hh 
ont of ew makes the cic opening 
‘ave an oval tor. (8) Cup se rom 
{he sa hep prokces a prot view 
‘of cect From a po of wow 
‘2hated bao Pm cbc cups 
per bord appar comes 


Frequent, nature tact 5.9903 the composi 
{tonto the att. You should take advantage of 
these cccasions, but do not rey on ther 1 
‘much: you don't have a provcs composition 
‘outiees sketch, contusion wi soon come into 
the plture. This impact depends great onthe 
‘combination of he principal forms onthe surface 
and onthe dvsons of so020 i the drawing 

in genera 


composing Outline sketches: 


‘Aldgora!compostion 
‘bore of he more 
ocurent nthe wort of 
art boot provides 
(sys en tatty 


balancing the image 


SYMMETRIC OR 

ASYMMETRIC COMPOSITIONS: 

‘The fist and most basic re isthe oné that de- 
termines whether you are going fo craw a sym- 
‘metric oran asymmetric composition the 
‘bal equilbrium of the theme must be taken 
into account. A too symmetric composition can 
‘appear boring and static. The symmetzy will pro- 
vide equitviurt to an image: but wil take emo- 
tion away from it. However this isnot always 80, 
since a landscape composed ot interesting forms 
‘and angles can sometimes offer variation enough 
tothe sight. Asymmetric compositor are the 
‘ores that create the most tension in drawing. 
“They may be apparently unbalanced, but a close, 
‘analysis ofthe work will show that even though 
the landscape is asymmetvc, the balaice among 
the ifort color masses and the elements 
ccompasing the scene complement oach other 
and give a certain sense of cult, 


SIMPLE FORMS: 
‘Composition aiso implies combining forms within 
the picture's area it has been demonstrated that 
‘most people prefer compositions based on geo- 
‘tiie shapes on account of their simple and 
concrete configurations: When three simple 
forms such as a trangle, a rhombus, and a circle 
‘are placed separately ar superimposed in a com 
Position, the viewer can kdentity each form and 
‘enjoy ther interaction, 

‘Therefore, we suggest that at the moment of 
selecting a thome and determining its composi- 
tion, you shoul’ begin with an outines sketch, a 
'schema, that responds to a precise geometrical 
form. Experience has shown thom to be pleasing 
to the major, This way, you can be sure your 
rawing wil present a vsually satisfactory plc 
ture, 


COMMON SCHEMAS 
‘The use of geometrical schemas in a drawing's 
‘composition was already being used the Renais- 
‘sance, wth a general predominance ofthe trian 
‘ular Schema. The atval ofthe Baroque caused 
‘more use of the diagonal composition, suggest- 
‘ed and applied mainly by Rembrandt. Besides 
these schemas, which may be considered clas- 
‘sc, and other tracitional ones such as the ec 
‘tangle, the square, and the oval, came common 
‘schemas are those that refer to typographical 
‘forms that remind us of the letters LC, Z, etc. 


balance 
and 


R hythm: 
a visual order 


One ote most important tire when ap- 

‘reaching the compostion ofa drawing i b- 
{ainng 2 sua balarce—in other words the 

order and pension othe tere ere 
that comprise the model: Everybody has ace 
tain tution which can give balance to a work, 
‘this snot enough You aso have to learn to 
took ata model tom a drawing pont of view. a5 
an ensemble of stokes and tonal srtaces The 
equim ina compostion depends a great 

‘eal on tha harmeny expresses 


BALANCE IM THE FRAMING 
When framing. you ae placing borders on the 
view you want to represent. An appropriate frarm- 
Jing takes into account the color masses confined 
within ts boundaries. Ina landscape it is suff 
‘ent to modiy the framing, since there are sov- 
‘eral possible compositions, and many of them 
can be interesting. n selecting the framing, be 
aware that centered elements reinforce the bal- 
ance of the composition, while those placed to 
the sides may unbalance i. 


The meet balnced draw, wehout a dautt he syrmetrc Ore, that the one 


Toadies batrced 
crawrg. ts necessary 
tomate atowarce 
the tore sore. Qbserve 
ew the att Pas 
‘asarced the tones and 
forms of roots 


that presents equaly dsruted masses are the one that repeats the same fos On 
the eft and night sides of te paper Al. yeu wart to create unbalance you shou c 
not equae the dstsbuton ofthe tonal masses. You shod ok at te paper ast 
were a scale fo nccate atte rf ice of the rage weigs mor Pan the bt oF 


ce versa (Bue tis unbalance has an ex corcostons solo, which consists 
in placng the smal sauces 8 mor elvated postin n rion 1th larger ore: the 
aul wect does the rest (0). Quactargut toms are reaver than rounded ones, 52 


the crc sex4s be placed Pipher # you want a veal expaorum (D). 


CHECKING FOR BALANCE 
‘You can vely the balance among the messes trough a sole 
snayns in order to assure that a compositon be pleasing and not 


4 hs ‘lsproportonate or prone fo erors. Tum the drawing upaie down, 
7 Oe al 180 degrees. This wil create some distancing trom the work. Tho 
SS ree work has been wel fashioned when the obyect ar Agure is BuppOrt- 


‘63 and dows not seem tke Going to fall down, A composition 
(ives the impression of faling when you have not taken balance 
into account. You can also analyze the composition by observing 
the schema reflected in a miro. You can better dentty the ero in 
the retected mage than n the real drawing 


DISTANCING 
“crvsion of something 
‘svange the drawing could in- 
‘hat you have mace and 
feror This may not aways be 
event. You ean leave the 
crawng tor sometime, since 
with tne you datance yoursell 
from the work and thus wil be 
able to distinguish the erors in 
proportion or balance, 


RHYTHM 
Finythm in a drawing has the same function asin 
‘music: It joins the different elements and pro 
Vides a distinct character tothe composition. 
‘Rinythm can be achveved through the systematic 
repetition of motifs, trough the control of an 
‘Ordered stroke, oF through a succession of Ines 
that direct the gaze of the viewer onto the sur- 
ace of the work. 

When the content of a framing is analyzed, 
‘everything is reduced to simple forms in straight, 
‘curved, broken, or mixed ines. The repetition of 
these directions gWves the work rhythm. In a 
‘drawing, rhythm may be obtained through the 
repettion of stokes: an example ofthis can be 
seen in the law of continuity developed by some 
rth arists dunng the nneteenth century 


‘THE LAW OF CONTINUITY 
‘The law of continuity isa method of expressing 
the unity ofthe work stating with a succession 
of ordered strokes or elements from the scene: 
“For example, the succession of the columns 
the wing ofa cathedral js more interesting when 
they are recessed in perspective and become 
darker the farther away they are. The same thing 
happens with a succession of hils, when some 
follow others on the siopes surrounding a valley, 
‘oF withthe succession of clouds, which become 
hhazier towards the horizon, Each hill and each 
‘cloud have a different form, but each element ev- 
‘ently follows another in a tranquil and expected 
order.” 

‘The aw of continuity gues the gaze of the 
viewer over the picture through the strokes. In 
‘these cases, the succession of strokes creates 
‘currents that flow as rivers, or as waves, on the 
surface of the drawing. You can observe this ef- 
fection the beach drawing in the following exer 
‘ise. The purpose of the ast inthis rawang has 
een to transmit a gréatet expressive effect, 
thanks to the contrat ofthe strokes, together wit 
the bewitching, swaying, and undulating mave- 
ment of the clouds and the waves. As you cant 
see, the strokes describe clouds that move 
Countless rows that folow the sun and converge 
‘on a point inthe sky, Thora the strokes of the 
clouds Find their contewation on the beach and 
flow to the sea, where the swef, the same un= 
<dulating forms of the clouds are repeated. This 
rhythm of contnuty joins the citterent eemonts: 
and provides the composition with 3 
distinct character. 


robes hat gute the peo the ewer cer 


1. Betore beginning to draw, the artist sketches 
‘the model On this, a series of arows are drain 
which mark the direction ofthe strokes in each 
fone ofthe zones of the drawing, Notice that the 
‘arrows start on the bea, ascend through the tree 
In the foreground, and continue through the shy 
{and then back fo the gea, to the starting point, 


Light 


‘and atmo- 
sphere | 


Tonal 


Vege! 
LLL 


ur 


echniques. 


Tie combination of 
shading and 


Tine wicers me range of drawing possblties. Studying ight and 
shacow alows a closer approach tothe @arents that ge rahe "0 
SS —_acrawing. Establishing the value scale ofa subject means registering 
= Sy _ ts tonal development clarifying and comparing tones and hues, and 
ecg which ones are ighter and which ones ae dakar. To under- 
stand the vale ofa tone, you should establsh on the model a range of 
‘shacings that is complete enough forthe crawing to acqure corporety, 
\olume, and atmosphere. When outiring any objec, tis necessary fo view 
‘tae that vary accorang tothe wesderce of light nthe vanous Zones A 
valve cannot be achieved through sharp contrasts of ight and shadow zones, 
Instead progressive value mast be rendered. with smooth vansitons between shacings, 


Shading 


Srasng sa partons rescue that evoniy ov 
(es tn papers muta. Anping various types 
of shacing requres a great deal of practice be 
coset 9a hardamerta dement for modelng 
comets 


‘THE LIGHT AND THE MODEL 
‘reeset to earn to 200 certain concrete 
urge m a model Allthe ements grouped in & 
‘comgnstion can be represented if there is 
cag ft, wth all thee shape and color att 
(airs To study the trajectory of ight you shoud 
(crate tre Garker 20nes and those more exposed 
2a ig he maximum ports of ight). The 
‘at si establishing an oer among the dit- 
vert rirmecsate values win the dark arc 
gt exes. The comparison is atways based on 
1 Concerts “one is darker than the other” oF 
“crm epee than the othex” 


VALUE SYSTEM 

When the tones are arranged on the drawing, a valve system is estabushed 
Tho value system consists in daterminng the dtrent tonal vakues and the 
Way they are assigned. Delimiting the darkest zones allows you to frame the 
shapes. The shapes begin to take form as you shade these very dark zones. 
The darkest tone corresponds to the darkest zone. 


Working wet te ido 
fa chaos or crak 
sick youean 
cect hotest 
tonal ve trough 


(Ony wath tonal work 
‘oes the craig 
cqury a pictorial rh, 
The cortast betwoon 
Jap ac snacow gs 
‘ola to tho laments. 
nord t 0c th 
‘modeling, ts necessary 
1a 10 use the 
ano tre va 
corect, kooping 
(rie tat blocks Wa be 
‘more niense nthe 
‘rem shacowe a) 
the ctjcts cated 
‘oword tho resound. 
ard water and more 
blonde twa the 
backend. 


‘SHADING 
There ar two ways fo create tone with penci, 
‘The first method isto use a sot pencil to achieve 
the desired tonal intensity thvough the amount of 
Pressure exerted while drawing, The most com- 
‘mon shadings are vertical shading, made with 
lines perpendicular to the lower margin ofthe pa- 
‘per oF to the ine of the drawing, and diagonal 
‘shading. which is made win dlagonal strokes. 
Diagonal shading is one ofthe easiest and, 
therelore, the most commonly used in drawing. 
‘The second mathod is to use a harder panci and 
create a series of tes, producing layered shad- 
ing For shading it s essential to maintain the 
[pressure al the time and move atthe same pace 
‘n order to achieve a untorm texture. 


DRAGGING 
‘The most common way to produce shading 
with charcoal and chak is by dragging the stick 
lengthwise, in oer to create a wide and thick 
stroke that alows the pape’s texture to be visi- 
‘le immediately. In order to control the stroke t 
‘necessary to cut the tick according to the ino 
‘width. The amount of pressure you apply wil de- 
termine the darkness or iuminosty of the oraw- 
‘ng. A zone can be covered untl the paper's 
tooth is completely covered. Tones can be soft- 
‘ened by rubbing, as fusing graphite. A sot 
‘shading applied by barely pressing the sick 
against the paper surface wil produce a very 
dotcate range of tones. 


‘own wi the sido of a rectorep As raotite sok, (2) 
‘las shading extended wh a sanguine perc) 
censse shang with ancy nc Fest shading 
race lento win a charcoal stck and (G) 
‘remogereccs shading mado weh tho 00 of black 
cha sek 


By racy ncieasny the pressure ofthe sargune 
stk you willbe abl fo cover the papers ttn almost 
‘completely Practice fone! vale scales of hs Kind fo 


TONAL EXERCISES 

‘Solect simple themes and tr to erate them by 
applying ferent approaches to tonal work. Fst 
tty to apply shading to crete shapes. Then, a 
‘ways working with single color, craw a theme 
by Getnng large tone blocks — tree to fe tones. 
Wil be enough anc use the tones to create the 
‘objects shapes, regardless of whether the tones 
inthe there are visible or not. Once you have 
simplified th theme to tres to fve tones, ook 
tt the tonal zones as abstract shapes, and leave 
some zones of the drawing indefest so that the 
‘eye can completa them. Keop in rind tat, of 
ten, the most efcent drawings have a minimum 
Of elaboration. AS you become more experienced 
you wil beable to assign to the drawings a wider 
‘ae range which, when applied tothe model. 
lows fora great variety of Sight intense. The 
00d use of shadings wi mak it possible for 
You to create amore volumetric rprezentation of 
the model 


ho My 
mee! 


vm 


we 


how to Shade: 


stains, tones, and hatchings 


Tho vate system can be established thanks to 
the effect of ght and shadow on a mod. We 
then assign atonal value to each zone, and 
‘each tone corresponds 0 a partcular exposure 
tolight. 


BEGIN THE SHADING WITHOUT STROKES. 
‘Atthe begining, tis advisable to apply shading 
Without strokes, using the side of a charcoal, 
‘graphite, or chalk stick. With some practice you 
‘can master, oF atleast have a good understand 
ing of the tonal value system. Once you get used 
to relating and establishing tone values, it will be 
easier to use strokes. 


‘SHADING WITH STROKES: 
{t's possible to cover the paper's surtace by us- 
{ng strokes repeatedty. Hatching can be pro- 
‘duced in many diferent ways. For instance, you 
‘can practice a hatching that consists In varying 
the stroke density, or another one, which con- 
‘ists in superimposing stroke series or various 
hatchings. The final intensity ofthe shading wall 


HOMOGENEOUS SHADING 
When charcoa! is used to cover the paper uni- 
formiy and applied without making strokes, the 
result isa shading without a stroke. In order to 
create this shading, take a piece of charcoal, 
chalk, or sanguine and draw with its side, with 
‘smooth movements to ereate a uniform color 
layer This method aows for atmospheric shad 
ng, of granutsted texture, without sudden ine or 
tone changes or stroke contours. 


Hemegerecus shading. that 
|S one mac by soy nebig 
the ston agaeet Ps papa 
ovens ores what 
strokes. This rests Np 
‘uaity ractton and 
mociing 


{you area baer ty to dahon the shang Tocomectashadeg, 
progress a sbw ard sof mare, yourmay aca wide 
suipermposing shecing tyes. Here you may one with an erase, 
00 four expos sng cfernt recs: (A) olde th paper to 
‘aphita, @) chak, (2 sanguine, and (0) rovont working tis 
‘harconk Tho lst stan wah each madam ‘chisabe fo bag th 
‘Sows te debrence betwen the Hane th stag by anphing 
lost acing. ‘hin ayers of tne, 

see theo ca bo 

rac more sty 
‘SEARCHING FOR THE TONE 


you make a tone darker than you want it when 
‘shacing or coloring, the only way to corect iis 
bby blending or erasing the surtace. Given that 
this operation reduces a paper's adherence ca- 
pacity. tis advisable to apply the layers more 
‘softly than you would deem necessary, 50 i is 
‘easier to approach the appropriate tone by ap- 
plying successive layers and superimposing ap- 
plications. 


(0, resuiting ina lighter color. A saturated tone 
'5.a tone that has the most intensity, the darkest 
tone, The least saturated tone isa ighter one. 
‘Many tonal values can be created. To begin a 
‘drawing you should locate the darkest tone and 
the lightest one, as well as three or four other n= 
termediate values. To create tonal gradations itis 
Important to have several tones, which can be 


how to Control 


the quality of a shading 


Wa 
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‘THE QUALITY AND HARDNESS 
(OF THE DRAWING MEDIUM 

‘As we have explained, developing the shading 
‘possibilities ofthe citforent media is fundamental 
for value work. Therefore, an atist should know 
the possibilities of each ofthe hardness levels of 
the graphite pencis or sticks used. Once you 
‘know the lets of each material, applying it wil, 
‘be a more logical operation, extending the 
technical scales of grays inthe context of the 
dawing. 


Win your eyes at 
ctooed you wl hae a 


| thoy voce ne 
IL necemsary to Rave a good knowledge of } model, Thes enables 
|W properties of every drawing materat in 1 youtosmety tho 
Ss sy et aang moro Seana 
Deven oc e vote poco 
Serena pte! 
cove crates 
PRELIMINARY PRACTICE OF pinecTion fein 
TONAL RANOES When applying shag. Rsessertaltofotow {ante 
Evia bopenngo aw your tdituset thw carect recton This ny tissommpor. —} Sevan Pw 


{0 practice developing the tonal ange on a piece 
‘ofthe same kind of paper you wil use to work. 

When applying charcoal, sanguine, or chalk on 

the final paper, you should always start by exert- 
‘ng less pressure, ineraaaing & according to the 

lines outined in the sketch. 


tant to star out using le models, since iis only 
‘through observation that you can analyze and 
‘synthesize the gesture needed to produce the 
‘desire effect. in general terms, the gesture is, 
perpendicular tothe direction of gradation al- 


though sometimes you may need to bend in a 
‘curve oF impart circular drection to express, 
‘oylincrical or spherical volumes. 


‘Stadia shoud not okow ara dct You 
SPourtfoow a cartan action, which wal oping on 
the volun ofthe otoct bang drawn. For rtance, on 
«spherical booy the shacing wal bo ciclr (A), 71a 
Carved ste he swcing sPoUAd ato dascrbe the 
‘carve surface wath shrsrg ed be 
straight (C). Ts wi ato app when, nstoad of wing 
the slated st. you rote stokes. Tho fom of th 
strokes shouts Const wth the uncatns oft 
‘eyect's surtac0 1) 


‘SHADOW SYNTHESIS 
‘Once the model is reduced to black and white 
‘values, an intent to synthesize will enable the lo- 
cation and delimitation of various values of citter- 
‘ent valve. The limits ofthe tonal zones can be 
‘specified on the preliminary outine sketch. Two 
basic tones wil allow you to define the valve 
aystem, The lighter one i associated with the 
zones that present the highest ight intensity and 
the darker tone for those areas that are darker. 


‘2. With a sharpened graphite pencil draw a more 
‘recise profile of the objects. You should block in 
the contours ofthe most clearly distinguishable 
‘shadows and ther reflections. Once the drawing 
is finished, shade the most intense shadows of 
‘the model with a black il pencil 


BLOCKING IN SHADOWS 
‘Through simple sketches where shadows have 
‘been blocked in, you may group the zones that 
‘have the same tonal valve, You may ropresent 
with ines the mits that divide the paper in var- 
‘0us spaces. Each zone has atonal valve. itis 
‘easy 1 establish the relation among the zones 
‘that share the samo valve. Ths a tho system that 
‘allows for relating and classitying ll the tones. 


the Importance 


of tonal gradation 


(Grraations are snot ranstions fram a ght 
tone to dark one and ico versa, The goals 


‘scheve, a shading, the ogarizaton ofa the € 
tonal values ina progressive range, thats, with- a 


‘out tone changes. In order to make a gradation 
Is necessary f0 use a tonal range. arranging it 
‘gradualy in order to minimize the sudden tone 
charges 


ACHIEVING A GRADATION 
‘A gradation is created by caressing the paper 
softy with a slanted penci, beginning with a 
‘constant pressure and a zigzag drawing. This 
pessue edtnnahed ganaynoretege 2OaEsOM waATD of pacstone Of vers 
through the range of grays. from the maximum 
{darkness point to the ightest pont, according to 
‘he possibilties provided by the hardness of the 
perc or charcoal. In order to create gradation | 
‘through shading, besides controling the amount 
Serene patente cee Rareceney Bbw areata sarees of yaditons made wth a 
to juxtapose the stokes. However. to start it wil 
be easier to work on a gradation without using 


‘strokes and using the dull point. 
GRADATION BY DRAGGING 
‘When drawing witha charcoal, chat, or san 
‘ine stick you can aiso create gradations by 
Ityoundd.one {dragging the stick lengthwise. You just have to 
raiaton ater} exert higher pressure on one ofthe tips ofthe 
anather have thar ft} tick, 80 thatthe resulting shading wil be a gra 
‘appronnatly Todo} dation. This method of shading is very popular. 
to,mahouze rat | Through practice you willbe able to master this 
there's} type of gradation, 
conesponcenes 
tween hated 
values. A tn iayeris 
vay aed to 
vad sien tow 
‘changes or ve 


‘gradation borders. 


‘he cerca thes hod rece. rou wi ree 
‘Syntote rng wth 9 song ruse eect 


tonal Dackgrounds: 


drawing on colored paper 


rtead ot aways working on wie paper, you can also draw on atons! Thaw ahugovaryof 
surface, a colored background, R makes fran easier and appropriate tone cated cranny pan 
‘and color value and for wing ight and dark zones easy. The cor forthe nao Yu con wi 
‘raving wil Gopend on the Pare. Keep A med be tolowng (1) erawng Grantor awa 
‘ona dar colored background wit svengthan the ight colors. 2) amc ton® asec whet 
‘it proces atonal equtlarim wih background cot that wilharmonize you wart © oro yout 
‘with most color, and @) a ight background wit play the dark evokes wore, 

‘Srongor. Tonal Backgrounds ao ial to va with charcoal or colored 

Chaka, ard ae aio a perect base for crawngs wih white NGNIghS. 


(CHOOSING THE COLOR OF THE PAPER 
‘Thore are several options for choosing the color ofthe paper. The model 
‘can indicate the dominant cole. For instance, a sunset may suggest an or- 
‘ange paper; a nude wil lead you to choose an ochre, pink, beige, or salmon 
Color to match the skin color For a per, you may consider using aight blue Nectr:cobredand ray 
‘Paper, such as sky blue. But you may also intend to create more cramatic or rown papers ae 
and expressive effects and choose a paper color that has no direct elation as0 mos! common 
tothe theme, which wil instead alow for a great contrast ott sed by arts becavsa 

hey abl them 

Incorpo ck and 

tants . 
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‘SHADINGS OM COLORED PAPERS 
‘Drawing a charcoal tonal range on colored paper 
wal enable you to see the effect on citferent paper 
Colors. n the most tenuous lays, this color 
shows through the shading, when more intense 
applications the colo of he paper wil be com 
plotaly covered, landings with charcoal or cha 
‘on colored paper though applied identcaly as on 
white paper in technical terms, produce ctterent 
fetects thet rest rom the combination of the 
charcoal appictions and the particular color of 
the paper 


WHITE CHALK: HIGHLIGHTS 
‘AND COMBINATIONS 

(On a tonal background you may use white chatk 
tohighight the light. you combine otter chalks, 
in darker tones or charcoa, you wil achieve 
‘many intermediate tones. Infact, you may play 
with thre ranges: charcoal, chaik.and the color 
background, and increase the possiites of 
defeing the value system. 


{you mart 0 rwck te way a crowing maken 
‘urctors oa cobred pape do or of thse fasts acd 
furrgie:staargs wih chrcoa and whe chao 
efow pao then nena, an ray On area 
(7m Practew bang and cosare Now the pape” 
caer mio nf the thar 


steukd been mind atte paper ok wav 
“court wih te stokes of our crane, npoang an 
erae aameart cow year gaa Fann to 
‘coldest te snow mn winter abn cob vary 
aware 


me onirasis 


and 


volume effects. 


nowing the effects 


of shading 
with L1G ston pe stows yout score not only the outine of 
the postion panes 


locking in 
and modeling 


Bocking in sans trom th ta outine sketeh that has the oneal 
shapes ofthe mode. A value system is estabished trom the bogn- 
ring according to the planes that wel dete the lms and forms of 
the cloments. The most important shadows shouldbe schematized 
with planes in whch the rection ofthe stroke wal envelop the forms. 


Blocking in stars from the intial outine sketch that has the general 
shapes ofthe model. A value system is established from the begin- 


‘with planes in which the direction of the stroke wal erwelop the forms. 


Blocking in shoud 


‘always be eemetnc shapes, fr example Scher OF cubes, wi) 

progressive, a charcoal sok Bagpn win a Scher: Sat craw th 
eginnag wine } cutie, then shack & and fay meow by binding wah 
‘eftest vats anc You fegors Our goals create a sphere with a 


‘mowing foward re 
‘whoa onwe 


othe seme wih a cube, Here you shout he in 
‘mine tat ac de wal have ft wih erent 
‘rtensties, Th crawng process sear fo 9 ono of 
‘he scherm: Rowever, work mare cary in order fo 
void bonding the shacngs om he deere sides. 


BLOCKING IN 
Blocking ni the beginning stage of modaing 
‘and crawing: tha is why the valve system of 
‘drawing should presenta detalied study ofthe 
zones that wil require special shacing. The fest 
‘values should be made without exerting any 
‘ressure on the paper, inorder to avod subse- 
‘quent problems when manipulating forms. ifthe 
‘paper has medium or coarse tooth, the texture 
‘wil Become visible when rubbed. 


‘MODELING 
When the frst value is blond, the pigment pon- 
‘trates the paper tooth, creating ctforent tones. 
from those of the inital drawing and osing part 
‘ofthe spontanet ofthe drawing. This stage is 
‘necessary for studying the lighting and volume of 
the bodies. The modeling process goes trom es- 
tabishing on the model a range of shadings that 
‘willbe complete enough to give volume tothe 
form. The various tones start out from the pa 
'er's tone, uriess colored papers or chak high 
lights are used. Once the values of the diferent 
‘rays are understood, tis possible to create not 
‘only the outine of the drawing planes, but also 
the volume ofthe forms. 


These two mages show re cfwrerce betweun the 
‘locingn wi unfor tones and he medting wa 
more comets and cotracid sacra. The tt tan 
hop state re massos, wha te second ones dons 

‘he caning tas offre ard votre 


Mv 


WORKING WITH SIMPLE SHAPES 
‘The best way to lustrate the concepts of block 
{ing in and modeling is to begin working with sim- 
ble shapes: spheres, cyinders, cubes. prisms, 
and diferent combinations of these shapes. I 
‘some sense, any objects, to a greater or lesser 
‘extent, a combination of several simple shapes 
of various sizes. tis Instructional forthe begin- 
ror fo start modaling simple volumetric fgures 
‘and practice with these shapes the blocking-n 
‘and modeling exercises with graphite shacings.. 
In tis case blending is crucial in desenbing the 
volume of the bodies. 


‘THE NOTION OF MODELING 
tthe artist has created a correc blocking in of 
the theme, the forms will be modeled and their 
‘volume and relief willbe displayed. Modeling in 
‘drawing may be compared to the sculptors work 
‘in that tis a two-dimensional imitation of what 
the sculptor does in three dimensions: giving 
‘body to the theme and rendering its presence, 


The beat way 19 ode, whether you aro woring with 
‘27 oF panel (Aor wih a compressed charcoa perc 
1), fo seat he shadows very soc, ast 
‘caressing the paper wath th prt ofthe poncl. Ths wal 
produce gradi! tonal tanstions tat wil eter elon 
the volume ofthe bodies. 


Material 


WORKING SOFTLY, \ 
Modeing shai be done vty savy and brogressiey, avoiding at al times 

1 the presence of stokes. ners values by suoermposg tw Yano 
Cones. That, shacings wil accumulate gractay ver the tal shacngs of 
the drawing, dasanrg vals, Nghigring Bumnates 2906, and ander 
‘mora proceay th youre ana eects onthe forms of ctects. Working 
‘he theme a8 8 whole you can achieve a unter and atmexdbene elect. 


orator now da 

carta aco ray 
Youcan cescbe peters oftme mates andvowmene — | apa, weidining | 
etc! ary ere 880 wh a mena arene of ‘0 repouettho { 
mocking Practee by veng simple composters andcharge | vey rtoredy nthe 
{Pe arocten and eterety of Pe mination 7 ose bearing. Yor 
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STROKE AND ATMOSPHERE 
‘The stroke isa fundamental element in drawing, 
Independent from the atmospheric effect created 
‘with the various gray tones, the stroke should be 
‘adapted in relation to ts distance. The stroke is 
‘understood not only as a line, but also as a 
‘gpsture. As a certain ambiance begins to be 
Created in the diferent planes of the drawing, 
‘the stroke should vary in relation to the gradation 
‘and dieection. 


Antitoal ight rarsforrs cles and gves ron 
ltroaphere hom that ofthe cayigh. Shadows are 
‘nore cortastes arc tances tie art ares mane 


hon cawing witha source of artical ight, you wa 
hotew avery detnctve avec of ight that surcurce 
1 You shoukd hoop mind Pat, otis case, te ir 
source rad, 80 the strokes shots lw tat 


Your hand can be 
used to er anc 
your tngortp for 
toa beni. 


tna tonal crowing (A) tho 
a1 ae cy 
Cotenonttn at the 
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raw (8) the proto: 
sre aoe and he 
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Chiaroscuro: 


maximum contrasts between light and shadow 


ro, the artist attempts to represent objects through developing 
‘and shadow zones as a tonal contrast. Modeling forms from a 

1 ight s an exercise that requires a detalled study of tonal values 
Joradations of grays. The main dark contrasts outine the luminous 


/chiaroscir0 is a valve system that afects not only the main olement but 
a the eeryonts with the fame ofthe drawing. The value of each one 
elements ofthe drawing wil vary depending on the situation ofthe 
In relation to the ight focus. The less ight the stil-ie zones have, the 

‘Garker they willbe; iis alows for greater contrast where there isles ilum~ 

ration. Charosciro proposes an exhaustive analysis of the mode! in relation 

p the lurorstion & receives; therefore the treatment of the sutaces in rela- 

on to the ight s indispensable in rendering the different objects composing 


ILLUMINATION IN CHIAROSCURO 
‘The model's value for chiaroscuro is determined The compressed charca! 
‘according to the background and the ight focus. anc xa for crerecra: 
\treceives, tis essential to understand that the alows youtoane re 
light not the same in the whole surface, given foxms and cat more rere 
the fact that once I fais on the frst plane of the arc cortraste blacks than 
‘mod, gots distorted and bounces off, chang-—_ratwalcarcool 

ing each zone. When coming lateral from an 

‘lactic source. the ight is direct and creates 
\wol-detined and outined shadows: when the 

light is cifuso t comes either from a natural fo- 

U3 r as a reflection ofthe electric ight, which 

produces soft shadows without edges. 


‘THE ZONE OF GREATER ILLUMINATION 
‘The zones that show bellance, as well as those 


With great bluination, should be tree of char- The chiaroscuro eft 
Coal, sanguine, or chalk. However, if there is a charactrved by a 
mistake these zones ean be comected with an strong const botwoon 
eraser Sots and shadows, 

wech pes @ much 
‘THE DARKER ZONES ‘more volenatc ard 
“The zones of maximum darkness, coresponding ranate appearance fo 
{othe darkest tone in the tonal value system, can the mode. 


‘also be treated witha special method. Once the 
desired tone is achieved, it should not be 
touched, This zone will be defitve. Doing this 
‘ill help avoid limiting the adherence capacty of 
the paper, which would impede achieving a dark- 
‘er tone i such tone were necessary 


Tho ecpos of «new araser maybe uses 0 wk on 


‘ura autaces and deta H 


Tolearn how to work 
wh igs aed 
shadows, oct 
ints bh rcty 
rt the model. Tis 
‘at lor erate 
Stree dark an 
lp tera 


Olenaing 


techniques. 
Bending is one of the 


various studies of 


tonal value; it facilitates gracations by appiying 
soft tonal ona 008 wth an estabeshed value Sy 


rey 


Sfumato: 


smooth contours 


‘Siumato means “a softening ofthe tones.” When applied to 
Craning, the term relers to producing very sub tonal grad: 
‘tons, smart the misty eect ofthe wash. Aer an ia com 
positon s made, stumato is created by Busing the strokes and 
shacings with your fingertip. The stumato etfet ina sketch is 
‘very sot, ven thatthe uniform gray tone etegrates ght and 
ark tonalies. 


ATMOSPHERE IN LANDSCAPES 
‘The atmospheric landscape requires, more than precise forms, 
‘sfuratos, blurred strokes, open lines, and suggested forms. The 
‘general atmospheric appearance of the drawing is usually more 
important than the precision of each deta. For this type of draw- 
‘ng, blending inks the citlerent parts and gives unity t0 the work. 
‘The misty effects should be carefuly mixed so that the objects. 
‘are rendered without explicit crawing. 


(Observe above how a sterato 
eg has a move pictorial 
‘ecomurance tar ore made with 
‘on and proceostokos 


DIRECT BLENDING 
(On a suppor treated with graphite, charcoal, or 
‘chal, forms can be dissolved by biending direct 
|y with your finger. For stumatos to be soft and 
‘well integrated tothe white ofthe paper, without 
{race of strokes, rub the drawing with papers. 
‘This mathod is not as pracisa as blending but 
may work for treating arge zones of tho work, 
‘such as the sky or water, which require an espe- 
cially Sot and delicate treatment. You can also 
rub a graphite shading witha cotton bal to ob- 
‘tain a sof blend, allowing you to create the gen 
eral tone ofa fer, 


‘THE IDEAL MEDIUM 
Charcoal may be the ideal medium forthe sfu- 
‘mato technique, due to the fact that ithas rich 
tonal qualities and can be mixed and dissolved 
very easly. The sfumato tones can be achieved 
by rubbing the charcoal on the paper with your 
fingers, so thatthe foreground integrates with 
the background. 


Wh coiton you can 
roaes ster andy 
‘tsa 0 
‘ebtaned wt 9 
tending stu. 


how to Use 


a paper's texture 


Bocas ots 
satel carat, 

‘hercal ratsen yous 
to ido the partment 
‘mor ea atreugh 
they roman a sate 
ewe 


Correcting without 


erasing 


‘As x sevooos, be craving undergoes 
‘races of continuous change, tothe pont that 
{he intial blocking only an intial erence, The 
frist stould tanto the work constant 
Creasy marking the aiove that Stews the 
Crtorrt ares and ‘orm 

‘As the deawing approaches its fil stages, 
ews gradual cover previous ones, The process 
‘sa contevous conection of forms. The fea 
Ines ae detined wth grater decision than the 
fest ones tha covection does not ascaasarty 
have 1o.be done with an eraser 


DELIBERATE CORRECTIONS. 
Inmany of the drawings bythe great artis, the 
Corrections ard repetitions are lett inthe crawing 
eiteratty, as a practical resource, wich ves 
italy to the work. These conections ara know: 
2 pentment —haian for “repentance. These 
“comectiona ace interest to the work: they express 
2 strange fascination forthe unfirished, the 
sketched, and forthe drawing process, as op- 
sed to an interest in trished and detailed work, 
which appeats tothe romantic i of every hur 
‘man being, Tereore, we encourage you not to 
‘bay much attention to your mistakes, Instead, 
‘draw next to them with more precise and vigor 
‘ous strokes. Every drawing should be an exper- 
‘mental and changing process, corecting isa 
fevdaental acon i thes creative process, 


(nite contro fur you can soo te 
‘expermpoeed sot, which cuted tom ho various 
trate of te atst Natce the dota of Pe coracton, 
‘er strc, the potion othe a. 


‘SKETCH AND MOVEMENT 
‘The pentiment are very often related tothe effect 
‘of movement inthe drawing, The sketch impres- 
‘son considered fundamental fo tranamet Pe 
‘sense of mobiity. The stumato etfect, through 
which a figure's contours are blued, is a com- 
‘man resource for suggesting action. Thi isthe 
same principle ofthe image that is out of focus 
In photography. The dispersed mass ofthe fgure 
‘ives a vbration and movement ettect. The si- 
hoveta of the model snot outined: rather. the 
‘adel s given an impracise protie or various 
veriapping profies, whch ndicate the ofect of 
‘movement. Sometimes, a more loose ste. with 
‘gestural nes, is more appropriate to suggest ac~ 
tion. Long, dsordery. and relaxed strokes, as 
‘capturing a subjects high-speed movement, aso 
Produce a certain effect of moby 


Drawing wah a cul 
‘on is good practic, 
Hyoumake an 
eoect sche, you 
‘anvet conve! 
‘perfor, you wi 
have 0 aw anotor 
stroke not othe 


A rao, voor, ron-dliare ake hobs 
fore 


hen craig very auch t's common fo 
make micthes becouse the work 2 reat 
ofa process. Hae you can observe how the) 
postonng of Pe crc was Hy Snood 


in drawing. 
Any object has 


three dimensions: 
height, width, and depth. However in drawing 


the artist onty has aft, two-dimensional surface to work on. In or- 


Derspective: 
basic notions 


Tro resty we pocewe has tree deensions, 
‘To represent his realty on paper or canvas the 
artist onty has a fat, wo-<Smensiona!sutace. 
However apprconately grjectg the roprezen- 
tation wi express depth. Tharks tothe base 
once of perspective, parael obtave, and 
eta, you can create a reakstic representation ot 
‘8 mode on paper or canvas. Besides being one 
‘ofthe most commonty used formulas. perspec- 
‘wes azo one ofthe most efectve in represent- 
‘ng dopth. You just have to choose the point of 
‘ew and the composition that wil bes epro- 
(Guce the stance effect 


LOCATING THE HORIZON LINE 
“The frst ting o do when drawing a landscape 
In perspective is to locate the horzon Ene. This 
lin is very eany to locate: # depends on the po- 
‘ton of your eyes when you are looking forward. 
{tis an imaginary line on the horizontal plane that 
‘crosses exactly atthe height of your eyes: The 
‘poston of the horizon will depend on the com- 
poston and wil be a point of referance through 
‘ut the drawing process. 


PARALLEL PERSPECTIVE 
‘The parailol perspective of a vanishing point is 
the most simple one and is used when the ob 
Jects have a vertical side that almost completely 
{ace the viewer. The ines ofthe sides converge 
Into a single vanishing point. nthe frontal view, 
‘the vertical lines are paral. as well asthe hori- 
zontal lines. In ore to find the vanishing point 
‘you only have to draw freehand the lengthening 
‘ofthe tines of the lateral sides. 


BEGIN WITH A CUBE 
‘The cube is the most useful regular figure to un- 
derstand the way perspective works. Afterwards, 
you may project any other regular geometric g- 
lure by analogy. From the cube you willbe able to 
<avelop new forms of perspective. The simpitied 
spherical or cylindrical objects are drawn the 
‘same way in parallel perspective. The foreshort- 
fering of the ciclo, it there is one, does not 
change. A horizontal cyinder in oblique postion 
1ooks very ctferent from the way it looks when it 
{i vertical. The two parallel ines seer to be ap- 
pproaching each other asthe dsstance increases, 
receding into a single point (vanishing point) lo- 


We wat aw a cube n porate perspective betow: 

‘A. To owolep any rete oometn igure you ho 
set row the hort ine hat closest fo you 

8. Than, nk the vertces on he vanishng pont 
‘neud on he Porson iw 

©. Move the measure that marks the cube's dope 

(B. Draw some state vertical ines to trish dfn 
the Gack prot of te ture 

Yount fash forming tho Spur by cawing tho 
‘pasteles tat concise in ther vertices, 


GREATER DEPTH 
Clique perspective produces a greater mores 
‘10n of depth than paralel prspective. tis char- 
‘acterized by having two vanishing points, 
because the vertical kes ar the ony paratel 
‘ones. The other lines, the non-vertical ones, 


298 to one varishing point or the othe. The 


YY, 


ofthis kind of perspective ts due to the 


y Pee og teen. 


‘OBLIQUE PERSPECTIVE 
“There is a Sequence to flow inorder to develop, 
‘any smple geomvaric figure using obsque per- 

‘spective. Fest, you locate the horzon ine. Taking 
Into account the measures, you should draw the 
‘most visible side of the goometic figure. The 

lines that cross each other in this figure estabish 


orcon ne ac ink on oh vores of Pe 390 
‘ore aeg port 

18. Project a para ne othe xg goto dee 
one a te cues sees. 

Locate archer vanishing pont te opcoste sie 
‘a craw th coesponding prspectincogonals. 

Using to sare proceckre, rave a third ace 10 
tre to secs 9 0 CO 

E When you haw ho fl recocrg nas you wi bo 
bd 0 wre fraser of te be 8 


DRAWING WITH A GUIDE 
‘When two vanishing points are very far rom 
‘each other a guide must be established. You 
should frst draw a bigger box in which the 
‘model wil be framed, Keeping the original inci- 
nation ofthe receding ines. Second, you 
‘should segment the most visible edge, the vert- 
Cel etraigh ine inthe mide, into equ parts. 
‘Thon, draw the vertical ines ofthe ends to create 
1 guide in both sides ofthe paper. In turn, dive 
these segments into the same number of equal 
‘parts than the main edge. The two series of 
‘bique lines area guide to draw balcones, 
windows, et. 


AERIAL VIEW 
‘Tis type of perspective consists of three vansh- 
(ng points. Two are located above the horizon 

ling. The third one is located onthe vertical Ene 
‘and, theretore, perpencicuar tothe horizon fn. 
‘There are thee seres of ines. Each one con- 

verges toward its coresponding vanishing point. 
‘The particular characters ofthis type of per- 
‘spective is that there are no paral ines. Some 
‘rial views may turn out cstorted. The best po- 
‘tion is one in which the forms do not became 
‘extremely distorted. A low object, fr instance, 

‘does not look very distorted from an aera view. 


‘Thar rw 0 para! 
tees te aera 
ach sto res reece 
toss conesponang 
vanishing pont 


Theresa type of perspective which is not 
made wth ines, varshing ports, o dion be- 
tween spaces, ac which als creates a three 
‘mensional ect Tha a amonphere persowc- 
the, whch i acheved tough contrasting and 
<defning the foreground and spreading and tad 
ing the background pares. The Geptheflect and 
the atmosphere are an optical tusion caused by 
the water vapor and te Gut paricies nthe a, 
wich partly fade and bend the colors and he 
forms ata distance. The tee dmensionlrpee- 
sentation trough lght and shadow eflects ard 
the seneaton of cstance ae achieved By sing 
this atmosphere perspective 


drawing with Cltmospheric 


perspective 
oI 


When croang te atmoschotc ect, heats goa 
wl be to work he particles and ho water vapor the 


ATMOSPHERE AND LANDSCAPE 
‘This atmosphere fect is stronger the 
landscape drawing when you ae trying 10 give a 
‘depth effect to the planes that are further trom 
{the viewer. The foreground wil always be clearer 
‘and contrasted than the background planes, AS 
the planes approsch the background, they lose 
“loarress and coor, and show more blended 
forms ana bghter colors. Having the correct value 
‘assigned to every plane ofthe drawing, you wi 
‘be abie to recreate an atmosphere with greater 
lesser density for each, determining, by 
‘ooking atthe intensity ofthe drawing tones, 


‘which range of grays corresponds to each plane. 
this mind and try to ind this way of 


i alandscape isa fest ight, when the 
‘5 stil covered by a genie mist and a 


‘The crawing shows you how to ace te ep oct 
won grays. Leck how the ck lacks appcarin the 
‘ewe part of he crawng, whi the igfter ones ro 
‘he uepe pat of rw crowing. ‘ 


the Coulisse effect: 


successive planes 


Depercing on na aoptn ota 2oay « reaton 
to the ewer, wil bein ont oF behing other 
bodies. You can estabih an oder by ft pla 
ing he closest cbect mn the foreground and the 
farthest object in the background. Ths wil alow 
You to stuate the déterert ples that are om 
‘added inthe framed model. These cbeervatons 
dec whero 10 state the planes ofthe aw 
1ng and erphasize the depth eect ofthe mode! 
"The French word coulsse refers to the deco- 
rations onthe side of theater stage that are 
‘ranged 20 that the actors can walk on and off 
stage; they are also caled top curt. n this 
case, the twee aenensers are creat by super 
Imposing the planes. a they were crop cu 
tains. Each endscape pane i represented a5 
itwere atop cura the succession ot panes 
empras.zes the depth eect 


nag mene 


SUCCESSIVE PLANES 
French artists adopted this word from stage design in order to define a type of composition 
in which the superimposition of successive planes generates the dept, or three cimension- 
4, representation. The overlapped planes fade asf they were superimposed layers of der- 
ent tonalite, The luminosity shits help create changing dstance effects and, therefore, 
‘enhance the depth effect of a landscape. 

‘This depth affect is not appropriate for rainy landscapes or with dftused ight. It is profer- 
able to apply the coulsse effect to sunny landscapes, when the various planes are more de- 
fined and clearly delimited 


The coulsse eect alos for a 
success dtuten of tones The 
goals rot oy to creat a depth 
(fect but aot create a more 
‘everestng composton 


DIFFERENCE IN LUMINOSITY 
Ina stihite, a porta, ora igure, you can idont- 
ty foreground objects by just selecting a single 
background on which the objects wil stand out. 
‘The effect ofthe so-called repoussoirs, which are 
‘elements of considerable size placed in te fore- 
‘ound to make the background look more di- 
tant, wi be reinforced in landscape drawing #, 
‘acaition, there is a strong dtference of iminonty 
bbetwoon the foreground and the background. 


Pi ia tes 
i 


LOOKING FOR A FOREGROUND 
Wen drawing a landscape outdoors, ty to find a 
‘point of view in which you can stuate a 
‘stinctive foreground: tre, ahut,aheyiot, et. 
In case there is no tee the foreground, you 
‘ray can apply the frrula ofthe English 
landiscapists trom the end ofthe 8th century: 
these artists represented the third dimension by 
‘drawing some bushes, rocks, or buy edges in 
the foreground without defen. as he objects 
were ou of focus. 


\ < 


ee Colored 
"Vel pencil 
and 


pastel drawing. 
raw does 


not always have 


to be MONOCHOME; this mecium included color (despite the fact that 
‘many people tend to think the oppose). Colored drawing gives a very chromatic 
‘riance win a clear pictorial appearance. Musratrs and crawing professionals 
‘achieve resus of extraoccnarty high qualty with ust afew colored pencis. tis true 
‘tat colored panci work not very citerent rom graphite panci work. The dtr 
‘ence les in thatthe efor to establish the value o the grays inthe monoctrome work 
\ {a substtuted by adding color to the valve system; howeves, the techniques used are 
basicaly the same: hatching, using paper texure, and a type of work that includes ne 


oF tonal sain, 
Uke colored pencils, pasts an idea! macium to start leaning how to draw and 10 moc colors. ti also 
(900d to cscover the wary in which just a few colors and black enable the artist to achieve almost every 
tone of the color spectrum, Colored drawing is the fst step to learing how to paint, because t allows 
you to daw without paying so much attention to the medium Axel! which sa habit when you ae used to 
‘rawing with pencil. aos you to focus completely on the basic problem of mixing and composing. 


Adrse berry 
‘alows you fo cover 
‘any roa of tho pager, 
over when tis 

cons pee 


BLENDED DRAWING 
Blending modifies the appearance and texture of 
{Color through smudging and dissolving the aur 
ace. This will tum the paper into a layer of fe 
‘and semiopaque color. Besides gwving dapth to a 
‘composition, blending also fufils the artist's 
‘need to smooth contrasts and unity colors trom 
Various zones ofthe work. 


Tomoko gadaton, fst apply a cobx Then wih a 
superinpcaod zara, appy the second cob The Bo 
2078 are Deron itt Do cnnse ranstens between 

(am aco achat 


To blond strokes ora shacina, rub a cotton bal agaist 
the pat! Past volaity anabibs you 0 exter ret 
‘blond un has almost anced, which a very 
Popul metro or ts mec 


how to | ! lix 


Viren wera wan 


treoe oF our tert 
cobs a the same 
tine, place a pece ot 
‘cotton cet on tho 
(abla, This wi prtoct 
‘re frat he 

‘bo used 0 an the 


colors 


Qre ot me most atractve characteris of past th abit to mix 
wth cfernt ctr to pode sot and vty torte, a wel as a8 
‘racatons tom bho car. The at's personaly erecting is work, 
Shara used, andthe way hao ane mes colo 


(MIXING WITH STROKES 
‘Supenmpoaed matures of pastel hatchings produce the so-called “optical 
‘mixtures The eye, trom a certain distance, estabishes the mixture between 
the strokes of both color. you want to crate a zone of tonal mixture, craw 
Soft random strokes withthe tip of the pastal or use It ont flat iat to draw 
ide strokes; do not apply too much pressure because f the pigment 
‘adheres too much to the supports surface, the mixture wil be more cificutt 
tomake. 


ae 


The tured mates where ore an two core ave 
ow ress Gok Sey ars or erace@ comoRrEd te 


colored Oencil 
techniques 


Tre characteristics of colored poncis alow for 
the combnation of some of the basic resources 
‘of crawing and the polychrome eftectin a single 
‘work. With a good knowledge ofthe material and 
‘an appropriate technique, the expression possi- 
bites of tus mecum ar kal for practiong, ex- 
loring, and dacovering the nature of cole, ts 
Ccombeiations, harmony. and variations. 


A MORE LINEAR DRAWING 
“The characteristic of colored penis enable you 
to develop some of the most basic techniques of 
the linear stroke. The weight and wich ofthe 
fine, ts facity, ts experimental characte, and its 
possiblities of being continous or dscontins- 
(4 produce effective optical slusons in a craw 
ng. Besides the fact that its the most 
elementary torn of rawing, linear drawing is the 
‘bass of ll the oer techniques. 

Belore beginning to draw, the fst step any 

beginner should take isto explore the variety of 

possible strokes and famitaize him or herselt 

with them. This can be done using the sharp- 

‘ened point ofthe penci for fine strokes) or the 
Apury near acorcoch side (or wie strokes). Purely ear drawing is 
‘smomost ican the most diticut approach: the artist must ren 
approach tous 1na der the colors, tones, and textures ofthe subject 

rmung Ai te same without creating shadings oF tonal gradations. A 

tera. the bagennng skilful artist is able to describe, witha singe ine, 

‘cfary rk all the possible visual strokes for a drawing 


COLORING FROM LIGHT TO DARK 
‘The colored pencil technique is based on pro- 
gressively intensitying tones, hues, and contrasts 
‘and on superimposing color layers, that is paint- 
Ing fom ight to dark. This wil resuit in a more 
‘eftcrent control of values and tendencies. Other- 
‘iso, the paper surtace wl racy become satu- 
‘ated, making it ficult o overay colors. 
Besides scumbling, you may also use hatching 
for cross hatching. 


‘THE AMOUNT OF EACH COLOR 
Each color may have one or more tones. These 
valves depend on the amount of pigment that is 
applied onto the surface, which will constitute 
the amount added to the mixture. A small 
amount of color should be added for scumbsing 
‘or for apeying tenvous layers, whereas the fst 
‘shacings should be meen intense ard opacie 


‘SHADING WITHOUT STROKES 
In order to obtain homogeneous shadings, ty to 
choose a ciraction and mantan it while raweg. 
[Each strokes drawn next to the preceding one, 
‘exerting the game amount of pressure at al 
times. This wil produce a homogeneous shad- 
(ng. When the area to be covered i large, the 
‘oor should frst be applied to a small zone. An- 
‘other acjacent coloing should be added ater- 
\wards and 50 on trying o hice the borders of 
the zones. 


Teatrerng are wstonng are perhaps two ofthe most interesting, come: 
mentary colored panci. Wie feather the goal 's 10 achive harmon 
tion and obtan almosphere trough he stoke, whtonng gies luminosty 
tothe coor by igtening tha cots wih superposed ayers of wha 


feathering and VVhitening 


techniques 


FEATHERING 
Fathering is a method in which a soft drawing is 
‘made on an area covered with acifforent color 
with gente, juxtaposed strokes, ways in the 
‘same direction, to achieve an atmospheric effect 
‘and harmonic rhythm and direction. In this tech 
‘nique, delicate dvectional strokes are drawn over 
the subjacent color, with aloose wrist and exer 
Jing tie pressure. This technique i eal for n= 
‘ervening with colored pencis on a monochrome 
‘drawing, smoothing pronounced marge, and 
‘creating smooth ight and shadow transitons. 


A CHARACTERISTIC APPEARANCE. 
[With this technique the drawing sutace presents 


‘artists ike Degas, who often used this method in 
is pastels. AS the whole surtace of the drawing 
‘shows a tonal rango of the same intonsty and 
the same vertical stroke, the work acqures: 
(reater harmony. The feathering stroke also su 
(gests dyramiam, movement, and 8 vaporous ef- 
fect. in the figure you can see a vertical 
feathering which contrasts nterestoty wth the 
horizontal emphasis of the sleeping ure 


chattel 


Frat ence We come wah re 
tne then YOU may ap 
ches, saturating te pacer 
eon 


Wah watering you 


warrenina 
‘Colored pencils, de to thle physical 
‘consistency, have a particular 
Poke chet d lean tirentg 
nin of strokes by ag at aay o 
‘white ontop of oer colors. Tis ges 
Trane ahomtoneionunane 
fnca anda ster se cotrastd ho. 
mati affect. 
el re lena ered 
surface . and mixing the colors 
(on a surface covered with shadings by only 
pubbing them wit a blending stump, a white 
pencil or an eraser. Besides the. a 
tvs procoes rahi tha plomant pesicon 
finer and gives the drawing a 
fish. lossy brliant 


y | pees 
Yes = 


e 


ING THE TONES 
“The best way of whitening sto apply the white 
edvortintybilesta dace 
the inital colors olook cil, mor past 
beclabuidterehetrdeartnereaee evened 
‘are blended with the white pencil and the 
‘effects of the paper texture isappear tis no! 
'o completly cover the paper's su 
Pease Irlpascers board ee eo 
atone bop nine We Nimo ats 
whiter, Ighter ones, When using this 
popstar agai re ldd epi, 
‘cause af the amount of pressure exerted ont 


tox H color layers nd whiten eich 
|byoc you can create a very soft, marbieibe surt0 


SORAFFITO 
The soratfto technique consist n producing a 
layor of impasted color and then scratching the 
surface with a stu. Ot pastas, because of 
their waxy consistency, are very good to use for 
this technique, Each scratched stoke wil re- 
‘move the upper color layer which easly comes 
‘ol, uncovering the fat layer color and alowing t 
to be visible. nthe sgrato technique any sharp 
too! may be used to create a great varety of 


‘suits. This technique consists in drawing various 
superimposed layers of dense and thick color 

‘and using a sharp tool to scratch ines trough 

the color areas to reveal the colors and paper 

‘underneath. Dark colors are usually aopied over 
light colors. 


41. n order to use the colored sgrafto technique 
‘with waxes you should fst create a very basic 
jutine ofthe drawing. You should avoid acing 
‘details, because they would end up being 
covered withthe densa wax ayer 


12, Then with bright-colored of pastel, cover all 
‘the modo!'s zones with thick stains —do not 
worry about defining them. After that, cover the 
Initial color outine with a thick layer of black 
‘wax, Only use enough pressure to cover the 
‘surface fy. 


'3. Now you can scratch the black layer with a 
lancet or sharp too! to uncover again the 
undertying colors. Remember to control the 
ection ofthe stroke to achieve the desired 
ctfect. The darkest zones will remain tact. 


drawing a ude 


in charcoal 


‘Sven though charcoal may seem Bke an extremely messy drawing 
‘medisn and one eificut to contro! due tos powdery charactorstcs, 
its abit to rect tonal gradations is so great that ths techie 6 
wort leaning. Charcoal is ctfcut to manipulate in smal format craw 
ings, #0 itis better to work ona large shot that is mounted on a rigid 
‘suppor. Hore the modo! a female rude with ntoreetng ight and 
shadow contrasts, patalyshurinated from the front with chiaroscuro 
effect. In this exercise, presented by Calan, use the charcoals point 
to perform the fine stokes, the charcoals fat side to introduce the large 
tonal areas, and your tngers to create the varous tonal ntensties. 


4. The two intial outine sketches are created withthe mode's forms 
‘corecty proportioned and the made’s contours defined. To stat, co a 
‘couple of quick sketches whie observing the made. In these sketches ty 
not ony to register the form of the figure but also to capture the pose 
‘correctly: an oval forthe head, arched lines forthe height of the 


good att crowing 
a preportoned ge 


6. inthis phase wo 


and eliminating 
Charcoal, and of 
motying the moder's 
‘contours 0 that you! 
precise forms. 
Proceed making 
‘redations of various 
tones and intensityng 
the shadows unt you 
achiove a good 
modeling efoct, 
\wtsch wil contibute 
to defining the body's 
volume and 
roundness 


a Still-life 
with sanguine 


‘Ssanguno i very interesting monochrome drawing meckum.f has a 
ido range of tones, but because of ole, ts mach ster and 
‘warmer han charcoal, provesng more kerinosty to the raweg, In ths 
‘xeric, care out by Mercedes Gasp, ving rea toa sie by 
Using the modeing technique with sanguine sistated based on gra- 
{atng and blending. Pay atenton tothe changes of recon inthe 
lights, shadows, ad reectons, sce, as you know, these factors de- 
sere the objct's form and cunature 


41 First skotch the basic 
forms ofthe model with a 
blending stump that is \ 
saturated with sanguine, 

This isthe perfect medium to 
eseribe form without werrying 

about details, staring the paper, 

‘drawing profes, and looking atthe 
object's size and angle. Orawing with a 
blonding stump also has the advantage of 
being easly erasable. 

‘The boginning ofthe drawing requires 
cearoful hand movements and strokes. Even a 
form as simple as an apple or a dish should 
bbe drawn with a great deal of attention and 
with the least number of nes, since any sma 
trreqularty wil be immediately visible. You 


‘2. With the sanguine stick on is sd, blook 
Inthe shadowed areas. Tho frst shacings 
‘should only be blended lightly; they should 
‘simply separate the cifferent planes within the 
‘drawing. Do not place any stans on the more 
luminated zones. Afterwards, rub your fnger 
(onthe contours to fade the stroke's prot on 
the paper, 


Hite ner in 
segue ety 
{esters ar 
tyes outing. 
(he hago, sero 
ero te we oF 
yes as po me 
rowing wane. 


; 
i 


3. Ater tne blocking-n comply developed | t 
{you can start to add the mic tones and model the | 
forms with tonal gradations and blending. Wah the | 
‘sanguine, raw softy and msistenty onthe more 
intense zones | 4 


Utheberreshilich gesehitzies Material 


"Yeu now wi raw, wih the erasure technique a rua! scene outings 
by Ester Laudet. The only ference between this Grawing procedure 
tnd otha is that you erase the sivokes natad of acing ther. Look 
{oc the urinated zones and erase the background shang fo obtan 


‘Drawing with an eraser is especially needed when the theme presents 
chiaroscuro contrasts, 


erasure Technique: 
drawing highlights © 


1 Prepare the tna! background by covering 
‘he paper evenly wth charcoal shading, using 
the sick on its side. I is important to work 

the whole plane atthe same time f you want 
{0 obtain a homogeneous background. Then, 


|4:The final results vied and interesting 
‘Composition. To obtain the texture of the 
vegetation, vary the angles ofthe eraser 
‘strokes or even cross them over one another. 


a landscape y “ie 
on gray paper---~ al 


we Tn tnis next exercise by Gabriel Martin, shading and whe highights 
‘t= ‘re combined to give volume fo the trees and mountains. 
‘ofthe landscapes elements wil vary according to thei distance om 
‘the viewer: the farther away the tees ae, the more uniform th’ 
ture will be: the closer they are tothe viewer, the more dated 
have to be This snot a crawing wth a reastic character: 
‘hes in the composition and the study of the light. 


4. The main elements ofthe landscape are 
defined with simple strokes, made with a 
black oll pencil. The sizes and proportions are 
then determined and the composition is laid 
‘out. This first phase ofthe drawing is 
‘extremely important, since it deals with 
arranging the elements correctly in order 10 
‘balance the picture. When you decide that 
the location of each plane is corect, reatfrm 
‘the forms with more definite strokes. 


oO 


‘2. Biock in the shadows with short strokes, 
‘varying ther intensities according to thee 
20ne. In this phase ti not important to 
‘create extremely intense dark zones: tis 
‘much more important simply to establish 
‘each dark zone. The darker areas are 
achieved by superimposing the same stroke 
‘as many mes a8 needed until you obtain the 
desired tone. 


3. Finish the drawing by using a white pancit 
To highight the iturynated zones inthe 


an Interior 


with the white-on-white technique 


‘The white-on white technique uses att’ chalks and 
pencts ona onal background. The movocteome work 
‘method which we soe applied nts exerose by Gabe 
Marta, alows one to const the model witout Satac- 
tion fom focal colors ar shading, drecting alo aten- 
tion to representing ved karin eects coud be 
td tat to work wth the te-on-wnt technique Is 10 
raw ight 

"The solocted models an nti comer wth mixed 
lonteg. meanng Gayl ard acl it ae combined 
The taming, the scarce tutu, and th abeenes of o- 
namentl moti wi ep us to understand epace, texte, 
and volume. 


1. First we have to express the perspective ofthe comer. To do 
180, draw the horizon line, which is located somewhere below the 
‘middot the paper. Ater adcing a vanishing point, project two 
slagonals, which will be the lower Its ofthe two walls. To finish 
the achema, draw another diagonal and a cure to delimit the 
‘vaulted cating. In order to placa the furniture comectly, maging 
that they are simple geometrical forms. Remember, craw the 
‘objects as it they were transparent. 


2 Reatfirm the basic forms, taking Into account how the oblique 


perspective affects them. Use a white chalk pencil witha vary 
‘sharpened point. 


berrechilich geschiitztes Material 


the “three Color” technique: 


drawing with pictorial qualities 


The “ee color tecrique” uses trae aterent chalk colors to create 
intans, ight. and md tones on a craning wih a colored background. 
The folowing exerose, performed by Oscar Sanchis, combines colored 
chalks and a colored background to achieve a drawing wth petoral 
cqatties. The theme is a pitureaque dock mn Vance, whe? wa sect 
fd bocauce of th simele forms in ts compestion and because othe 
Gtteront ight varations win 


1. A medium-grained brown paper was 
Selected for this exercise. Begin by drawing the 
‘ourtine sketch witha graphite penci Then, with 


with an eraser 


12. The foreground wil require abit more Avoid cs, open 
‘tft on your part since @ contains spaces othe ace 
‘complex arctutectural elements, such as ance te tow 

‘boat sips, stars, and balustrades~ aside orc tckoure 

‘rom the foreshortoned forms of he tbe a comporant 

‘gondolas and ther refections on the nite oourg 
water. You wil most lely have to 
frequently adit the structiral ines 


'3. The contours should remain open, not closing the 
ines completely, order to leave the option of 
shading, rounding, and defining the forms. 

‘Block inthe shading with sanguine, which wil give 
the crawing a second gradation with mid tones. With 
‘very soft strokes. work on the shadows on the 
‘houses’ facades and on the water, trying not to make 
‘heen too etense. The beauty of sanguine les inthe 
warmth and softness & imparts to the craweg, 


> 20 


‘4. Add the more intense shadows witha bistre-colored 
‘chalk pencil with discrete shadings and gradations, which 
willbe diferent depencing on thei zone. The darker parts 
‘ofthe gondolas are achieved with a seres of strokes: 
While you are drawing, run your finger softy over the 
strokes to beter integrate them into the paper. 


S 


'5. Add the clear, luminated areas as highlights with white 
‘chakk pencil so that there is a strong light and dark 
contrast. Highight the Eghter tones ofthe gondolas and 
eine the bridge's balustrade. With tho same white chalk 
pencil, apply scumbles with ight, slanted strokes. These 
wil enrich the houses’ facades and provide an 
atmospheric feeing tothe drawing, 


16. Once the colors ao al aid 
‘2, keep working on modeling 
the entire ensemble, drawing: 


‘ro any sce blending: and adding ight, 
on he crawng, pace ‘shadows, and new colors, The 
acon pece of ‘effect ofthe "three color” 
(paper on top of he technique is extraordinary, 38 
eraarg and rot ‘you can sae in the finished 


| Bas 
ure 


Loe 


top by Stap 


the Dlending stump technique: 


'2. The blending stump spreads the charcoal 
land creates graduated tones. Make the 
‘rofe ofthe bulcings onthe coast with 
‘lured, vague stains. Use even strokes to 
Create the clouds’ forms. The more saturated 
the stump is with charcoal andthe mors 
‘pressure you apply on It the darker the tone 
willbe. Ifyou make a mistake, comect with 
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just a blurred stain 


Now wo wat use the tering stump asa drawing too You wil need 
‘compressed charcoal power and blendig stumps ort tes 
‘irks period wth blending stmps, the this On by Carat ro 
(.c0 oh, atmosphere rewngs wiht ary har and pronounced 
‘roti ores. 


3 Conteue the drawing, modifying the intensity ofthe shadows by 
‘cing more charcoal powder. Emphasize the building's utines and 
bring cut the contrast Between the coastal ne and the sea, which 
‘appears much brighter 

‘Apply horizontal strokes on the water with the blending stump to 
eserbe its calm and erystaline sutace. Use the white of the pape to 
represent the sunight's reflection on the water. 


a landscape with 
chalk powder 


To carry out hia rawing you wit need a 
cotton bala clean rag. and chak powder. n- 
stead of buying chalk powder. you can make 
your own by fling a bistre-colore chalk stick 
with ake or heavy sandpaper to obtain a 
fie powder Use apece of paper as a Sp 
ing tray and place he chalk powcr in 
(Chak drawings reqir a medim-grained pa 
erin order forthe pigment parties to stk 
on the paper's surface. Oscar Sanchis drew 
tis next crawing. 


+4. With the cotton ball saturated withthe 
chalk powder, start sketching the forms of 
some ofthe coastal rocks. Continue to bulks 
‘up thew tones and main forms mineral. 
Quick and spontaneous chalk stains are 
more adequate than careful shading. This 
technique, which creates a crawng through 
{ones instead of strokes and ines, makes. 
‘chalk powder a unique and fun macsum. 


Aes te Pa pow a9 tc 


2. Intensity the tones by continuing to shade 
the intial stains, thus creating several tones 


Scheved by leting the wt othe paper 
show through, The waters surface requires a 
‘more unstorm treatment 


13. Finally, draw the lines that finish 
Contrasting the dark zones and add deta 10 
the complex structure of the rocks. Perform 
these strokes with a chalk pencd that f the 
sarne color as the chalk powder. The chalk 
[pencils an excelent acd in modeing with 
hatching and cross-hatching 


Sketching with 


a charcoal pencil 


Tos exercise by Marta Bermejo Tender, you wil arn how 1 makes 
8 Quick sketch ofa forest landscape with a compressed charcoal pen 
{and without any bleneing. AtMOUGh this exorae rot very Sticut. 
YOU must closely study the dark and ight zones so that you can draw 
thor with sc strokes. The combration of frat and untinshed a 
fas gives the ska ahah look. 


1 


41. The frst forms of the tides and ner branches are built up with very 
‘simple stokes. Do not won about the thck vegetation: wil just 
confuse you 


2. Carry out the to0's toxture withthe 
‘compressed charcoal pencil. Fist outine the 
‘Wank and branches in the foreground by 
shading thet bark with rnglets. wach wal 
‘ve them volume, Then appiy the Fest 
shadings tothe folage. Be caret with the 
amount of pressure you apply on the pencils, 
‘ance ight tones ae achieved with very soft 
strokes. Do not concentrate on any specie 
one: instead, focus on the general structure 
‘of the drawing, 


3. The pencil strokes wil vary according to the arva you are working 
fon. The datant planes are faded, while the closer planes, such as the 
vegetation onthe riverbanks, are drawn with sttong and short strokes. 
(On the water's surtac, the hatching is spaced apart. You do not need 
10.cover the water's entire sutace; just suggest some shading 
‘Contrasts are applied according tothe lane they are on; the farther 
‘way they ae, the more blended the tones must be. I's important to 
aterate the dark and ight zones, that is o leave luminous zones in 


Sean “ys F 
a Still-life with 
chiaroscuro effects 


The criarozcure otoct a mode depends onthe locaton ofthe main 
‘ght source tuminatng i. When tot fal ono an objects dati 
ed into bhted ae shaded zones. The pncpal dark coors give 
‘shape othe lgnted zones. This alows you to sty the tones anes 
tabisn when ones ae danse When you wark wit the eharoeciz0 
technique, as this ext exercise by Marta Bermejo Tbr, you have 
to take nto account how the shadows are graded ite by ie ut 
they bend wth the ighted plane. The sty of ight and shadow al 
\ows you better understand the elements that gv reaism and volume 
toacrawing 


1. After studying the location ofthe elements, start 


‘drawing withthe tp of a charcoal stick. Blocking f wh errphasize the proties of the objects, The 
‘ive you a close approximation of the model’ forms. in of a structure wil be clearly veible and differentiated when 
fact, the whole structure of the drawing depends on the the ings that form fare completely closed. For a good 
‘blocking in: equilibrium, correct proportions, and the study of ight distrbution, practice combining 
perspective of the unsaen circies inthe dishes and the planes; in other words, omit the middle tones and only 
‘borders ofthe cups. ‘Goveiop the dark tones. Later, the erasing technique wil 


do the rest. 


lines, leaving ony the trace of a 
(ray. By erasing you estabiish a 
that provides an intial stnbution of 


‘transforming them into luminous write 
During this stage, move between the white of 
the paper and the mid-toned shadows. 


{8. Once the background shadows are completed, retouch the profiles 
and the more pronounced contrasts with a compressed charcoal stick. 
‘With compressed charcoal, the blacks are more intense than natural 
‘charcoal, You can stl correct ines, a8 wel as any badly located 
shadows, as long as you have not drawn extremely intense black 
‘strokes that ave dificult to erase 


own berry stump 


{by roe 0 pce of 


pert a tube and 


ba Pa s0 to 0 


spat, you werk 
8h the we ond of 
you honda 
‘lonng snp, You 
ell ache pectoral 
blo wi focts 
star fo tose: 
prodiced bya brush, 


white Chalk highlights: 


an explosion of light 


‘This next oxercize, by Esther Unudet, wit use white chak to represent ituninated zones. Abe: 
‘inning at student may thek that bumnated zones Go not have many tonal vations and con: 
Irasts; however, ater a closer look, you wil See that ts just as varied and nuanced asthe 

provous exercise —where dark shadows Gomnated instead of Concentrating on davk areas and 
‘shadows, we have to pay attention tothe white and bumnated areas found inthe next drawing. 


41, When drawing a strongy lt scene, we 
‘must frst present the structure. With a natural 
‘charcoal stick, cutine the forms of the sofa, 


‘2. At the same time you are developing the 
‘sola's for, bud up the texture and the folds 
ln the fabrics using tonal gradations. The 


plant, and pillows. Working with the chalk Intermediate tones are achieved by leting the 
‘stk on its side, apply the frst whte stains to color of the paper show through the white 
‘the plows, concentrating on their ‘chalk shading. 
characteristics and fundamental form. 


berrechilich peschiitztes Material 


a flower with Gloundant water, 


fluidity, and sinuosity 


Ti jou nave tarred ho procosson 


ae 


41. Draw the inital form ofthe flower with a penci it does not have to 

‘be exact, only approximate. The drawing should not be shaded or have 
‘excessive deta should be simple and concise. Remember thatthe 

‘wash is transparent and that i uses this inal Grawing as a guide to fil 
{nthe tonal areas 


empty spaces have as much value as they wore fu of 
Drushatrokes. Remember to always use the color ofthe paper 
te your advantage in drawings. 


Si. 


an interior Watio 
in wash 


Wsnes atow tr some scutes and some detate ight and iva 
contrast. Ths next exercise, by Oscar Sanchi, on interior ato that 
has ong contrasts between tht ight ars shadows, et thes 
theme's iting elect andthe nchness ofr ones wear gong fo 
focus on gray tones. 


1. As always, bogin by outining the structure, in this case 
an elipsis in the lower part ofthe paper and two 
perspective diagonals inthe upper part. Maks the 
<oortrames tine up with perpendicular lines. The initial 


outines are combed wath crcuar forms that define the fa) 
arches of the doors and windows. Another cc inthe 

mie indicates the postion ofthe wel. Erase the EZ 
eometical outines and eatem the contours tthe 

patio’ strcture. y 


‘2. Alter the forms of the drawing have been made, you can 
‘Proceed to detaling the drawing. In this stage you have to 
'be very scrupulous in observing the model and presenting 

the forms in deta 


You shouts howe the 
Zones tat wil have 
ofr toro: reserved, 


—+- 


8. Using ciforent 
brushes, continue 
to.contrast the 
forms and make 
them concrete. The 
contrasts should 
bbe accented with 
dense washes 
having loss water. 


°T3, Sice the white ofthe paper lightens the 
‘ar, the wash should be applied using a 
‘smal range of mid tones, starting from a 
lighter tone and moving towards a darker 


‘one: Use this technique to lock inthe mid 
tones. Allof the tones should be applied 
‘below the washes dry so that when you add 
‘more tones, they will gradate with the zones 
‘hat are sil wet 


4. With a more intense black and a round, ine 
‘brush, contrast the mid-toned shadow zones with 
the luminated zones. In a wash, handling the 
brush correctly is very important, since the 
Drushstroke—even though itis a drawing 
~ technique—creates the stains, tones, and 


he tet washes 
ext tho 
background ned 
prepay the crowing 
fort ackston of 
more rays: 


the reed Wen 


and its effects 


To cote oF ts rude appearance, tho road pon a very versatia craw: 
ing toot ts stroke is str than that ofthe metalic mb, with moro var 
ations in the thickness of the ne. You have certain amount of contro! 
Inthe intent ofthe stokes if you blot the reed pen on apiece of pa- 
er before drawing, The theme ofthis exercise, pertormad by Mer- 
cages Gaspar, some bales of hay seen agains! the ight 

“The cficuty her sto hoop the whites intact, since you wil not be 
able to make any corrections. 


1. Before starting ay ink drawing tis important to sketch the theme in 
‘pencil to make sure you willbe working with correct dimensions and 
proportions. n this case, you wil start with a quick sketch that wil 
serve as your outine. 


22. Fest, accent the drawing withthe edge ofthe reed pan by 
araming thick nk ines Giuted in water When the ink is cuted, 
incase of an ercr, you can correct with moe intense stokes. 
Once the man elements of the theme have Been sioveted, 
you can start shading wih dense srokes, accoraing to the 
Gogreo of darknoss ofthe shadows 


3. The larger with ofthe roed pans strokes allows you to 
create sold biack stains easily. Draw several superimposed 
‘rokes of diferent intensities on the ales to ge thom 

texture. On the foreground, several blank spaces have boon 


let so that the the trees’ shadows can be projected against 2 


drawing on Colored paper 


Aitornaing terwoon white and lack rks on 
dork paper isa ational drawing technique. 
“The white inks used or he hminated 
zones, the mid tones are prewided by the pa- 
er and the black ink is reserved for zones 
Wt tence shadows, a3 Carant deserts a 
ths next exercise. The model, n spe of beng 
‘ery spo, sch n contrasts and rebec- 
tions. Aside from the above, presents a chal 
lenge in representing the igh eect and 
Perpetual movement on the waters srtace 


with white and black inks 


sufficient to stuate the boat. Once the outline Sketch is resolved, you 
can begin to craw with white ink and matalic nb. 

raw the profile ofthe boat and its crew with an intense and firm 
‘stroke; ty to capture ony the contours. Exet more pressure on the 
‘metalic nib to produce thicker and more intense ines. 


4. Through a careful 
observation ofthe model 
you can capture all the 
etal ar tonal and 
textural variety, especially 
those of the water's 
rotioctons, The contrasts 
achieved thwough the Black 
ink in the upper pat of the 
rawing help to enrich the 
tones that give the drawing 
1a three-dimensional quality, 
accented by the greater 
Contrasts between ights 
‘and shadows, 


> 


‘3. Concentrate on the refiections on the lake's 
‘surface. Initial, these appear sihouetied asi 
they were perfectly defined ol stains. To 
‘Gstinguish these ighter zones from the rest ofthe 
‘surface, cover their interior space wth diagonal 
‘stroke hatching. These ighter and broken line wil 
‘serve a3 tonal zones. With another metalic nib, 
‘apply shading with back India ink. Concentrate on 
the darker shadows ol the vegetation on the upper 
part using intense and uneven dosing. The 
‘change from thin to thick in the same stroke can 
(ive certain sensation of fui. A freer and 
random hatching wil ge the vegetation an 
incomplete and less concrete aspect while 
providing a richer tone depth. 


Ding te drawing 
process may bo 
‘necessary t0 can 
the tof trod pon 
wth a ag i orto 
(pt reso ary partes 
Of a that cous make 
the stroke of the po 
‘or charg it tout 


a Still-life 


with colored inks 


A crawing win colored inks presents the same characteratcs as 8 

‘rawing done with Ina ik. excapt that it requires us to use aspect 

‘work method. Although inks can be mixed with one another, we recom- 

‘mond that you 60 not mix thar often because he colors tend to get 

diy and the tones become cloudy. The ont realy viable mixes are the 
‘combining cflerent 


3. Finish covering the background by 
‘applying some new yellows to the tab. Start 
{o.define some ofthe objects with cited 
tones oF with tones mad with other colors 
‘The strokes turn nto an elongated stan that 
(ives varety tothe drawing and rntorces ts 
Intensity, Werk wth strokos that go tom las 
‘to morw densa and intense: 


Wee Gia 


accumtation of strokes modiy the basic 
colors, producing a clearly divided color 
etlct. A svoko's density ina concrete zone 
etermines the form's shading and volume. 
you want an object to stand out, you have to 
(9Ne f contrast; that is, you must surround the 
‘bject with complementary colors thal define 
its profile and form. 


2. in these types of ceawings, the modeling 
has to be very sot wth nothing standing out 
“The nes and strokes fade, giving way 10 
tonal gradation, Each tragment ofthe picture 
thas to be resolved in detail, describing 
‘everything: Kminosty,rofectons, and 


4. The etals arn what instil photographic 
realm into the drawing. Nevertheless, these 
‘should not be treated in an iolated manner: 
they should always be related tothe basic 

structure. Frequently, the suggestion ofthe 
texture of the represented object i a that is 
required to achiove a high-resolution work. 


a Url 
in watercolor 


When wortng wan wateroior peness, use te taationl pene techniques 19 ako 
the base of the drawing: then incorporate brush techniques asa tool, Tis fy and 
ease of conto! make watercolor pencis and pastes a flexible medium to interpret 
themes naturaly.n ths exersse by Mercedes Gaspar, you wil 390 how resolve the 
porta of a itis gr! trough watercolor pencis, combing stokes ad wastes on the 
Same suppor 


+1. When you find yoursel betore a model that may present diticuties, 
the fist thing to dois always to summarize its components into simple 
geometrical forms that wil aid you in understanding its structure better, 

“Thus, you wil see this isa symmetric composition dominated by the 
‘O's figure, which can be reduced toa block starting trom cries and 
straight fines. 

\When the profile cleer enough you can deal with interior details on 
the figure, such asthe features ofthe face and the position of the arms 
noting he coll 


12. Once a sot outine sketch has been completed, bud up the drawing, 
‘paying attention tothe details that the model presents. tis advisable to 
‘Start the drawing with a mic-toned colored pencil. The colors mostly 
‘sed by professional artists are purple, pink, bive, or an earth tone, 
‘because these colors are then perfectly integrated into the drawing. 


4. Pastels should never be mixed; the resuit 
's always moro interesting when colors ara 
Cbtained by applying the pastels directly on 
the paper. This does not mean that you 
‘cannot blend one color nto the other, but that 
{t should not be done excessively 


‘5. One ofthe attractions 
ofa soft mecium such as 
the pastels the ease with 
Which it blends to create 
soft and velvety tones, ke 
subtle gradations from 
light to dark. The final 
biening of some zones. 
‘modifies the color of the 
tonal background by 
applying a fine and semi- 
‘opaque layer of another 
coor on ft. You have to 
remember that when 
working on colored paper 
itis necessary to leave 
blank zones, so that the 
background color interacts 
with the tones of the 
‘drawing. 


ry 


‘4. The build-up of the model requires the artist's special attention to 
blending. Pastel is the most direct medium availabe, but f you are 
‘making a drawing based on blended colors, the drawing wil ose all its 
‘appeal and spontaneity: you have to alternate the gradation techniques 
with the drect stains. 


ART/DRAWING. 


‘evelop your skills at drawing, learning the fundamentals so 

that you can focus on expressing yourself, From training your 
hand and controlling the stroke to composition and effects 
offered by various tools and materials, these methods are easily 
mastered with practice. Whether you want to create drawings as 
the basis for other types of media, such as sculpture and painting, 
or as finished works, the advice and exercises here will give you a 
firm foundation to expand upon, 
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